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Sean Colbert, a Fiction Writing major, 
will graduate in 1994, and hopes to be-
come an entertainment critic. 
Christopher Courington, a Fiction 
Writing major, was graduated in June 
1993, and plans to go on to graduate 
school. 
Trevor Curtis, a Journalism major, was 
graduated in June 1993, and also hopes 
to find work as an entertainment critic. 
Jean Iversen, a Journalism major, was 
graduated in 1993, and hopes to contin-
ue her music career while doing free-
lance work for magazines. 
Beth Keegan, a Journalism major, was 
graduated in January 1993, and is cur-
rently working as an assistant editor for 
a trade publication at Maclean Hunter 
Publishers. 
Jerry Pott, a Journalism major, was 
graduated in June 1993, and hopes to 
find work at a TV station. 
Nancy Thart, a Journalism major, 
was graduated in June 1993, and plans 
to continue doing freelance work for 
newspapers, 
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Manso D. Fantozzi, a 1993 Columbia 
graduate, is a cartoonist and illustrator 
with an interest in animation and design. 
Keith Handley, a 1993 Columbia 
graduate, looks forward to a career in 
art. 
Jack Magurany, an Illustration major, 
was graduated in 1993 and hopes to 
pursue a career as a commercial artist. 
Shane Makuh, a 1993 Columbia 
graduate, was an Illustration major and 
hopes to succeed as a free-lance 
illustrator. 
Jennifer Mazzoni, another 1993 Co-
lumbia graduate, works in a newspaper 
art department and as a children's book 
designer. 
Elana Spears, at age 70, was graduat-
ed from Columbia in 1993; she plans to 
obtain a teaching certificate, to teach 
art. 
PHOTOGRAPHERS 
Omar Castillo, who will be graduated 
from Columbia in 1994, plans to pursue 
a career as a photojournalist. 
Jennifer Sun, a 1993 Columbia gradu-
ate, majored in Photography and plans 
to work as a free-lance photographer. 
Elias Zimianitis in in the master's 
degree program in Photography at 
Columbia; he plans to work as a free-
lance photojournalist. 
By John Thompson 
How many of us get paid fo 
to our co-workers at the wat 
front of the television as w 
genera lly confined to the im 
one solicits our views on an 
(unless your name happen 
cartoonist is an exception: h 
Jack Higgins has a favorit 
panel, a black man points 
you." His monologue contin 
I walk by, you cross the str 
When I move on your block, 
he gazes directly at the re 
drawn, the figure assumes 
traces of dignity intact. 
It comes as no surprise that Higgins, political cartoonist for The 
Chicago Sun-Times, and winner of the 1989 Pulitzer Prize, considers 
this to be representative of his best work. 
"I like to express my anger," he said, "which is why a lot of my 
cartoons are not necessarily funny. If I see an issue that really gets 
to me, that I feel angry about, then I can think more clearly. It forces 
me to focus my ideas, my emotions. If I'm really angry about some-
thing, I take it personally. I put myself into it. 
"It's like striking a hammer to the knee. There is that kind of 
immediacy. I want the cartoon to grab the reader by the lapels and 
say 'Hey, look at this!"' 
There was a quiet passion in his eyes as he spoke of what moti-
vates him. Higgins is in his late thirties, and despite a receding 
hairline, has the expressive countenance of a younger man. His 
enthusiasm for his work is infectious. 
Whether it be race relations or the race for the Presidency, Higgins 
maintains a personal involvement. Such a direct approach brings 
with it a certain amount of risk, because it might upset some seg- orial rooms state o poster 
of Robert Kennedy's portrait on a postage stamp covers part of one 
wall. Higgins ' desk is swamped with papers and magazines. His 
JUN 1 ?. 7000 
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@ Picture this. 
It's 7:30 a.m. You clutch your coffee, which is splashing 
through its spill-proof lid, as you maneuver through the morning 
mayhem on the Kennedy Expressway. 
You stretched in the seventh inning of last night's ball game, 
but fell asleep during the eighth. 
The early morning edition of your newspaper lacks the juicy 
details you deserve as a red-blooded, "to-the-death" Chicago 
sports fanatic. 
And you feel naked without knowing the score. 
6# Well, blow the dust off your AM radio dial and tune in to the 
Score, Sportsradio 820. A new angle in Chicago radio for the 
'90s. Over the past several years, sports radio has· come to life 
across the United States. It was only a matter of time before the 
concept was introduced to the Windy City. In fact, many wonder 
what took so long. WSCR kicked off on January 2, 1992 as the 
sunrise-to-sunset sister station of WXRT, an adult rock format 
on the FM band. 
Sure, Chicagoans are offered bits and pieces like the inquisi-
tive Chet Coppock and his chaotic interviews. The all-news 
stations broadcast "sports-on-the-ones," or a variation thereof. 
But let's face it, all these minuscule, 90-second "features" merely 
tease real sports fans who want the inside dirt on local sports 
personalities. 
"We're entertainment and we're sports conversation. We're 
unique for what we do. Other stations do sports conversation, 
but not in the entertaining way that we do it. And they don't do 
it all day long," said sports director Ron Gleason. 
"People who want to know if something's happening in sports 
should come here because we've got it. We try to break stories 
and we do have information, but we're keying on entertaining 
our audience with the conversation and the personalities of our 
hosts. And then, of course, what we talk about," Gleason added. 
~ A former sports anchor at WMAQ-radio in Chicago for three-
and-a-half years, Gleason got the nod to make WSCR a part of 
Chicago's rich sports tradition at an odd time. 
"They called me right before I was about to go on vacation. I 
said, 'Well, I'm about to leave town.' They said, 'Well, we've got 
to do something pretty quick. Can you come in tomorrow?' I 
said, 'Well, okay.' I did it more on a whim than anything else; ' 
said Gleason. "It was not my intention to get into a management 
position.'' 
© Because of the opinionated format, Gleason has been affec-
tionately dubbed the "principal" by his colleagues. On-air per-
sonalities often find themselves crossing the narrow hallway 
from the studio to report to the principal's office after making a 
remark that is a little too controversial for Gleason's standards 
of broadcasting. 
WSCR's starting lineup is filled with top talent- and the 
bench isn't bad either. 
Chicagoans can wake up on weekday mornings to Tom Shaer, 
a WMAQ-TV (Channel 5) sports reporter who is undeniably the 
best-dressed of the hosts. Along with his colorful, trivia-minded 
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newsman Tom Webb, Shaer uses a fast-
paced, bulletin-oriented approach to make 
that morning dash for work on the Ken-
nedy all the more bearable. 
Shaer's morning offering includes the 
"24-second Shot Clock" and "Schmooze 
Patrol." The first allows you to take cheap 
shots at the sports world before the buzzer 
sounds, while the latter allows callers to 
kiss and make up. 
\ Come 10 a.m., Shaer hands off to the 
unpredictable "Monsters of the Midday," 
Dan Jiggetts and Mike North. Jiggetts, a 
Harvard graduate and former Chicago 
Bears offensive lineman, also does sports 
"Evervone else in the 
countrv has been doing 
it [sports radioJ . 
Chicago does have all 
four maior sports 
represented as well 
as college sports and 
thev·re effective 
enough to merit full-
time attention from a 
radio station." 
reporting for WBBM-TV (Channel 2) and 
football color commentary for ESPN and 
SportsChannel America. How does Jig-
getts walk the line between television and 
WSCR? 
North is like the voracious fan who sits 
behind you at the game and won't shut up 
until the coach acknowledges his presence. 
A pure Chicagoan, and a former hot dog 
restaurateur, he was discovered after rent-
ing air time at a local studio for $300 a 
week. This gave him the confidence to 
swing with Chicago's sports radio big boys. 
"It really isn't that hard," Jiggetts said. 
"A lot of what is expressed here is opinion 
and I think the people understand that 
format. It's a new format for people in this 
city, but I think they're adjusting to it quite 
well." 
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North is the most controversial host the 
Score offers. His aggressive opinions and 
grilling interviews of sports figures have 
endeared him as much to the listeners as 
when he beat former Chicago Bull Norm 
van Lier in a three-point shooting contest 
during halftime at a Bulls game. 
"The things that stick out with me more 
than anything else are the interviews," 
North noted. "Most of these guys won't 
come back on the air with me because they 
know they're going to be asked the tough 
questions. I don't care if they don't go on 
with me as long as they go on the Score." 
When North becomes an instigator, Jig-
getts is quick to chime in and balance the 
content between fact, opinion and sat ire. 
"Mike and I have a good working rela-
tionship so this has been great," said Jig-
getts. "This has become a very comforta-
ble flow for us." 
dJ The "Heavy Fuel Crew" of Dan McNeil 
and Terry Boers jumpstarts the after-
noons, promising wacky antics, offbeat 
segments and silly pranks. 
Some highjinks include the weekly ''Who 
you crappin'," which stems from an infa-
mous quote by former Bears coach Mike 
Ditka. This features callers phoning in 
harsh opinions about sports figures who 
made waves through not-so-smart actions. 
Those three popular words end every call. 
Another segment is "Sports Jeopardy," 
patterned after the TV game show and " If 
I were .. . ," which allows callers to place 
themselves in the shoes of various sports 
favorites. 
Boers formerly covered sports and wrote 
a column for the Chicago Sun-Times; he 
now writes one for the Daily Herald. 
McNeil, on the other hand, has a presti-
gious radio background. In 1985, he pro-
duced Chicago Bears games, watching them 
pound the New England Patriots in Super 
Bowl XX. McNeil then bounced between 
newspapers and radio before landing at 
WLUP AM-1000, a rival sports and enter-
tainment station. Radio has been his pas-
sion ever since. 
"Everyone else in the country has been 
doing it [sports radio]. Chicago does have 
all four major sports represented, as well 
as college sports, and they're effective 
enough to merit full-time attention from a 
radio station. It's kind of amazing when 
you consider that there were other stations 
that popped up across the country before 
we did, in towns like Minneapolis and San 
Diego;' McNeil said. "San Diego is a town 
that has two professional teams, if you 
count the Chargers and Padres as profes-
sional. I think we're long overdue and I 
think we're going to be here for a long time 
to come." 
WSCR's pinch hitter is the versatile 
Mike Murphy, a statistic-wielding, base-
ball card junkie who creates a "fan-next-
door" persona. 
6Murphy's weekday evening show opens 
the phone lines for fans to chat with one 
another about any topic in sports, but 
baseball is his specialty. Murphy's show, 
however, is at the mercy of Federal Com-
munications Commission regulat ions, 
which force the Score, as a licensed day-
t ime-only radio station, to have shortened 
winter broadcast hours because of shorter 
periods of daylight. But, to Murphy's de-
light, the FCC expands air time into the 
evening as days grow longer from spring 
through fall . 
Murphy's style is designed to let fans 
throw their gibberish through the airwaves 
with Murphy acting as nothing more than 
the referee laying down the law, Murphy's 
Law. 
Fans shouldn't fret, though, when Mur-
phy's weekday show disappears in the win-
ter. It regularly shifts to weekends, where 
he splits t ime with Dave Baum. 
Cl) Baum's show has a subdued, straightfor-
ward approach, compared to the Score's 
weekday high-energy view of sports. His 
show is slow-paced and relaxed, with Baum 
simply moderating weekend callers who 
are attempting to prognosticate every 
sports figure's next move for the upcoming 
week. 
When those moves are made, the Score 
consults its "in-the-field" coaching staff to 
analyze them for questioning fans. 
WSCR has carefully corralled an im-
pressive- and experienced-duo to lend 
expert advice on their craft. 
J immy Piersall, former baseball great 
and Chicago Cubs outfield coach, is quick 
Dan McNeil 
Ron Gleason 
Terry Boers 
Mike Murphy 
with critical, biting analysis of baseball 
and its players. He thrives on being argu-
mentative and frequently ends phone calls 
on the sarcastic note, "Thanks for your 
call!' 
Doug Collins, a TNT-network basket-
ball colorman and ex-Chicago Bulls coach, 
enlightens fans with his personable ap-
proach to basketball's intricacies. 
While the news stations keep their lis-
teners abreast of the day's happenings at 
city hall, the Score pitches twice-an-hour 
sports updates to keep fans fully aware of 
all the day's action on the field and in the 
lockerroom. 
With all this, a pinch of humor and a 
dash of controversy, Chicago has all the 
right ingredients for a perfect sports radio 
recipe. 
"I think we're getting better as we go," 
says Gleason. "It takes a lot of time, a lot 
of effort, and people scurrying around 
trying to do the best they can. 
"We just present sports in a different 
way. We present it in a way that makes 
sense for Chicago." 
f) But more than anything else, WSCR is 
a dream come true for the hosts, as well as 
the fans. 
"I think radio has options over anything 
else," said McNeil. "When something hap-
pens, you can get immediate reactions to 
it. The immediacy of radio and the fan 
interaction makes it different from any 
other entity from a media standpoint." 
Everything seems to be working so far 
and the Score is looking forward to a long 
run of success on Chicago airwaves. 
To quote Jiggetts and North, when cor-
nered by a temperamental, crafty caller 
with too much on his mind, the Midday 
Monsters created what has become a well-
known Chicago conversation-stopper: 
"Seeya!" ~ 
Designer, Mike Bedenian 
Illustrator, Jack Magurany 
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A booking agent called me up recently and 
asked if my band wanted to play at a gay 
bar in Franklin Park . I thought-why 
would they want an all-girl , original hard-
rock act to play at a gay bar? He told me 
that the owner was having problems with 
the all-male acts he booked . They were 
hitting on the girls there , not realizing 
they were gay, and making rude com-
ments to the guys at the bar. So he con-
sidered an all-girl band to be a divine 
solution. I turned it down . I mean, can you 
see Heart playing at Berlin? 
It 's one th ing to be misinterpreted when 
you're a female musician . People some-
t imes stereotype you rather than get to 
know who you really are. But to be in an 
all-girl band is to constantly struggle 
against prejudice. 
When I started out, I didn't know anything 
about the music business. I knew a couple 
of guitarists and that was it. So I put an ad 
in the infamous Illinois Entertainer's clas-
sifieds, where musicians are lost and 
found , for a band that needed a singer. I 
must have gotten 400 calls, some up to 
two years later. Apparently, good singers 
are a hot commodity. Overall , they have a 
reputation for being egomaniacs, big 
partiers, and the loudest complainers. At 
every audition, I heard ex-lead singer hor-
ror stories. Some didn't bathe regularly, 
some were always late, drunk , 
both. 
I went to about 50 auditions 
within three months of 
taking out that ad . I 
had nothing to lose, 
so I agreed to meet 
anyone who 
sounded halfway 
decent on the 
phone . 
Remember, I 
didn 't know 
anything 
about the 
business 
then . There 
was one 
audition in 
Hanover Park 
for a guy who 
needed a key-
boardist, and my 
older brother 
insisted on going 
along as a chaperone 
(I was only 18). I was 
actually relieved that he 
did. We wound up going to a 
huge warehouse by the train 
tracks, blocks away from any other 
forms of life. This guy thought he was 
Elvis or Michael Jackson or both . He 
ca lled himself "The Bat" and practiced 
dance steps in front of a full-length mir-
ror. I don't even think he noticed when 
we left. He was too busy salivating all over himself. 
Then there were the nightmare trips to the city. I 
grew up in the suburbs, so I knew nothing about 
Chicgo then . I had to l ie to my parents a lot or they nev-
er would've let me out of the house to go meet some 
"strange musicians," especially " looking the way I did ." 
One time I drove to the Northwest Side for an aud ition and 
as my girlfriend and I were look ing for the studio's address, 
we spotted two mean-looking guys leaning up against a build-
ing. They looked like something from "America's Most 
Wanted " and were staring straight at us. As I drove past, I sud-
denly realized that they were the band I was coming to meet. 
Since I had a girlfriend with me, I went in , but she kept one hand 
on the door the whole time. 
And then there was the warehouse I went to. It was like a shelter for 
Chicago's heavy metal homeless, 10 stories honeycombed with dozens 
of t iny rehearsal spaces. The walls were crumbling, the bath rooms were 
too disgusting for an animal to use, and the cei li ngs shook from the 
noise. As I walked in and went up the stairs, I imagined a horror movie 
where guys with long hai r come screaming out of a building that is collaps-
ing because someone turned an amp up too high and shattered the founda-
tion . In 1986, there weren't too many girls in heavy metal or hard rock bands, 
so I guess I looked like a palm tree in the Arctic. I felt like Marilyn Monroe let 
loose in a prison. There was so much commotion from the wolf whistling and 
catcalls, that the band I was there to meet, came down to see what the noise 
was all about. "You must be Jean! " they said. Where's the exit? I thought. I 
went in to listen to them anyway. They said over the phone that they were 
young, good-looking guys who had lots of "ki ller" material and played out a 
lot. They were right, they were young. I asked where the bathroom 
was and left. 
These are examples of the ones who sounded good on 
the phone. Half of the oth-
ers I rejected over 
the phone because they just didn't sound '86, and I had a great time. Club owners 
like they had it together. The other half were more open-minded about new bands 
hung up when they found out that the then , and you could play a club without 
"available singer" was a girl. I tried to get settling for door-only deals like bands 
the polite ones to explain why they would- have to now. Back then , Lita Ford , Heart, 
n't consider working with a girl. "Well , if and Pat Benatar were hot. I have a bluesy, 
you dated some guy in our band and then gutsy voice, and usually sang "guy songs." 
you guys broke up, there would be dishar- Club owners kept suggesting I sing more 
mony within the group. " Or, "A girl would "girl songs." 
cause a lot of tension , since we'd have to But you can't earn a good living playing 
be polite all the time. We would just like the Chicago rock-club circuit, no matter 
to be ourselves. " And my favorite , how long you've played here; I don't care r 
" Nobody would sign us." It's a good thing what anyone says. So I decided to go on 
people found reasons to sign people like the road . 
Ann Wilson, Sandi Saraya, Pat Benatar, When I went downstate to meet a band 
Joanie Napolatino (Concrete Blonde) , was interested in , the guitarist told me 
Patty Smyth, Grace Slick, etc ., etc . there was a room for me at the 
After I finally found a band and started motel. Little did I know he 
playing the Chicago area rock-club circuit, planned to share it! When I 
it became a lot easier for me. I received told him to leave , he 
e 
ai rplay and press within the first year, so seemed 
all the hard work searching for a band • 
pa id off. I started out fronting 
all -guy bands back 
i n '85-
e 
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There is, as well, 
the piercing reality of 
men in ragged coats 
stumbling, bottles in 
their hands, breathing 
the fumes of homeless-
ness . On Blue Island 
Avenue they convene in 
small numbers in front 
of Tito's Hacienda, 
where flashing white 
bulbs adorn the hanging 
sign. They mutter and 
bellow on weekend 
nights. 
The apartment 
buildings in Pilsen 
flaunt bold color schemes. On the cor-
ner of Blue Island Avenue and 
Cullerton stands a grand brick building 
that extends for a half-block. The exte-
rior has been painted a deep red and 
the borders are yellow. On the first 
floor is "El Milagro" (which means mir-
acle) Restaurant, which serves tacos 
with heaping mounds of rice, beans, 
cabbage and onions. 
Look up as you walk and admire 
the way some buildings' bricks are hid-
den by blue, pink and even yellow pas-
tels. Oddly enough, the colors bring the 
residents back to small towns in Mexico 
where the houses are not very tall or 
large, but are brushed by the very same 
hues as in Pilsen. 
The Mexican community in Pilsen 
is known for its revolutionary way of 
getting things done, whether it be a 
fight for new schools to relieve over-
crowding or for more bilingual teachers 
in public schools . 
Mexicans are a strong 
political force in 
Chicago, with groups 
such as the Pilsen 
Neighbors Community 
Council, a not-for-profit 
organization, that 
thrives in the communi-
ty. Pilsen Neighbors 
has been providing lead-
ership and empower-
ment to the people for 
37 years . In addition, 
Latinos own most busi-
nesses throughout 
Pilsen . 
In September, when 
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colored leaves fall from trees, the 
Mexican population prepares for the 
Mexican Independence Day parade. 
Cars are decorated with flowers and 
there are floats sporting the country's 
flag colors of red, white and green. 
Little girls wear traditional dresses 
from different states in Mexico. Boys 
show off the fancy steps of the "mari-
achi," wearing wide brim "sombreros," 
white shirts and tight black pants. 
They then march, celebrating their 
independence during the parades held 
in downtown Chicago and in Pilsen and 
Little Village (a neighboring Mexican 
area also on the West Side). 
But in this community where the 
median household income for Latino 
families is $22,087, a shift in the make-
up of residents and the improvement of 
buildings, or gentrification, is taking 
place. 
The total population 
in Pilsen is 45,654. Non-
Latinos comprise only 
5,427. This minority of non-
Latinos is making its mark 
by opening art galleries and 
renovating buildings in the 
area called "Pilsen East," 
near 18th Street and 
Halsted. 
Since its early days, 
Pilsen has been a communi-
ty in flux. Because of the 
Czech influence decades 
ago, the area around 22nd 
Street was named after a 
prominent Bohemian city 
called "Pilsen ." The name h a s 
remained. 
The Mexican population gradually 
settled in during the 1950s. By 1970, 
more than half of the residents spoke 
Spanish. 
Today, Pilsen is defined by its 
mostly Mexican residents, but the new 
movement of non-Latinos into the east 
side of Pilsen is once again causing a 
shift. Community leaders and organi-
zations admit that gentrification is tak-
ing place in this rich haven for immi-
grants. 
"Everybody notices it. I think it's 
positive in some aspects and it's 
improving the community. It's attract-
ing a new group of people, but it is also 
displacing a group of people who have 
been here for a long time," says 
Alderman Ambrosio Medrano (25th 
ward). 
Medrano says that many Latinos 
fail to see the potential that 
Pilsen has because of the 
negative aspects of the com-
munity, being talked about, 
such as the growing gang 
problem. 
''We're doing our best 
to educate people to think 
that this is not a bad area to 
• ,a;i.,..;:.;.;i invest in," he says. 
Despite the ongoing 
presence of gangs, what 
makes this area so attrac-
tive to developers is its close 
proximity to Chicago's Loop. 
A ride on the Douglas B 
train whisks you to down-
town in fewer than 15 min-
lliOne oF the proble'll1s the co'll1'111Unity has 
Faced is that theg can•t get together '' 
utes. The quality of the architecture is 
high prized, as well. 
Chinatown and the University of 
lliinois at Chicago are also close neigh-
bors. With the expansion of both, 
developers look for easy access to them. 
Jose Gutierrez, co-owner of New 
Mexico Realty, 1529 W. 18th St., agrees 
the neighborhood is changing, and adds 
that the homeowners "seem to know 
about it; renters don't seem to know." 
Nonetheless, the owners of build-
ings are the persons who are confront-
ed with the ultimate choice: to either 
keep the building and renovate it, or 
sell to a buyer eager to make them an 
offer they can't refuse. 
"It is difficult to con-
vince an individual not to 
take the money without 
making them realize that 
they're not going to get that 
amount somewhere else," 
says Medrano. 
The struggle for many 
immigrant families to sur-
vive and succeed in the U.S. 
depends partly on the 
amount of money they can 
make to support their fami-
lies and send back home. 
Money is one of the primary 
factors that drives them 
here. 
"A lot of Hispanics don't 
see the potential our community has. 
any see this as temporary living 
quarters," Medrano adds. 
The percentage of non-Hispanic 
home ownership in Pilsen is at 38, as 
opposed to Hispanic home ownership 
which stands at 21.49%, according to 
the U.S. Census Bureau. 
Although gentrification is alive 
and well in Pilsen, it is happening at a 
much slower pace than the renovation 
boom that occurred in the Wicker Park 
neighborhood on the city's North Side. 
''There is not this big rush of gen-
trification happening. I would be wor-
ried if I saw a sudden influx of people 
moving in," says Sherry Rontos, Pilsen 
Neighbors Homeowners Association 
president. 
The Association, a branch of the 
Pilsen Neighbors Community Council, 
builds affordable housing for low-
income families. Rontos, a Pilsen resi-
dent, said that along with other not-for-
profit organizations such as the Pilsen 
Resurrection Development Corporation 
and the 18th St. Development 
Corporation, they are giving people 
interested in buying homes the oppor-
tunity to gain confidence and invest in 
their community. 
"When I was small, I heard it 
(Pilsen) was a slum. I read it in a his-
tory book in sixth grade when we were 
studying the history of Chicago. 
"After that, I took a stand when 
people said it was a bad area. I've 
always been defensive about that. 
Some people need to get out of Pilsen in 
order to love it again," she says fondly. 
Residential buildings on the east 
side of Pilsen have been sand- blasted 
to expose their natural rust color. 
Tuck-pointing and new windows sud-
denly express a new image. 
Yet if you move farther west on 
18th Street, the buildings lose their 
luster and become drab in the land-
scape of old bricks and cement. 
This "new look" the area is obtain-
ing has some experiencing mixed feel-
ings. 
"It isn't clear. It isn't a question of 
it being a good thing or a bad thing. 
Photography by Akito Tsuda • Design by Anthony C. Correa 
You have to state a common value," 
says Sean Heath, a Construction 
Specialist at Neighborhood Housing 
Services (NHS) and Board president of 
Habitat for Humanity, based in Pilsen. 
Both organizations help residents 
acquire homes. Heath, who has been 
working in the area for 13 years, says 
that there is a "misperception that peo-
ple are being forced to sell property in a 
machine-like fashion. People are mov-
ing out because of the perceived eco-
nomic advantage of another neighbor-
hood." 
The fact remains that there is a 
transition occurring in Pilsen. The 
question is-what hap-
pens now? Heath 
believes that it is a mat-
ter of communication 
among groups in Pilsen. 
"There should be 
some kind of uniformity 
or vision. It has been 
scattered. Maybe that's 
what people want. 
Without a consensus, 
you can't determine 
whether it's good or bad. 
"One of the problems 
the community has faced 
is that they can't get 
together," he says. 
When asked about 
her final thoughts on 
gentrification, Rontos says, "I think 
that all of us should join together and 
work together. There's so many people, 
so much diversity, that it's hard to keep 
up with everybody." 
In the meantime, children will con-
tinue to have memories of their walks 
through Pilsen on their way to school in 
the early morning. Older men and 
women will still sell their after-school 
goodies, and perhaps in 30 years, many 
of these residents will still be in this 
sort of port-of-entry called Pilsen. 
''The Hispanics have only recently 
been in Pilsen. The area in spite of its 
great age has not been abandoned. The 
people who have moved in value hard 
work and family enough to keep things 
moving," says Heath. 
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You just separated your trash. 
Recycling 
is easy, isn't it? 
In fact, 
it's one of 
the easiest ways 
you personally 
can make the world 
a better place. 
If you'd 
like to know more, 
send a 
postcard to 
the Environmental 
Defense Fund-Recycling, 
257 Park Ave. South, 
NY, NY, 10010. 
R E C Y C L E 
You will find 
taking the first 
step toward 
recycling 
can be as easy 
in practice 
as it is 
here on paper. 
It's the everyday way to save the world. 
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ENVIRONMENTALf!tl'I 
DEFENSE FUND ~ 
Photography by Omar Castillo 
AIRCUT 
In lhe age of full service salons, and 
discount no-appoimmem-needed salons, 
lhe old fashioned barber shop preserves 
a sense of family 1radilion and Rfllalgla 
1905 Church Strrel 
Evansron, IL 
owner and head barber, 
Sam Johnson, has been 
cutting hair at his Church 
Street Barber Shop. A 
barber for 43 years, 
Johnson learned his craft 
Garza Barber Shop 
35 19 Soulh Ha Isled 
Chicago, IL 
Practicing his craft for 32 
years, Mike Garza has been 
cutting hair since he was 
17 years old. Garza has his 
store decorated with 
pictures of famous, and not 
so famous, people and their 
haircuts, so customers can 
get a better idea of what 
they want. 
ms Wrsl 18th Slrtel 
Chicago, 1L , 
Ruben Cortez began cu'~ing 
hair in Cuernavaca, Mexico 
and has practiced his trade 
for 16 years. That sense of 
Mexico Barber Shop where 
Ruben and son Antonio have 
been running the business 
What makes a neighborhood barber shop unique 
is the sense offarnily tradition involved. Often the 
barber shop has been in-the family for decades, 
passed on from father to son. The father/son 
tradition also extends to the clients; the father 
taking his son to get his first hair cut, a potentially 
traumatic experience for the youngstei; eased by 
the father's familiarity with the barber. 
The barber shopfunctions on several levels. First, 
it's a place where you can get a shave and a 
haircut. It also acts as a place where you can 
discuss all your problems with the barber. Like a 
bartendei; the harbet must he able to listen to his 
customers and be able to offer advice to them. 
Finally, the barber shop acts as a gathering place, 
where men from the neighborhood can get 
together- and shoot the breeze. Whatever is on 
their minds is appropriate to onversation in the 
collegial setting of the neighborhood barber shop. 
Text by David Gabriel 
Designer: Peggy Leugoud 
CHICAGO ON FILM: 
1frs r)QO[ly 
By Sean Colbert 
"He pulls a knife, you pull a gun. He puts 
one of your men in the hospital, you send 
one of his to the morgue .. . That's the 
Chicago way!" - Sean Connery, "The 
Untouchables" (1987). 
Ostensibly a briefing on street survival 
from a veteran beat cop (Connery) to 
greenhorn FBI agent Eliot Ness (Kevin 
Costner), these words could have just as 
effectively formed the foundation for a 
keynote address on the image of our fair 
city as filtered through the silver screen for 
roughly half a century. 
From Josef von Sternberg's silent epic 
"Les Nuits de Chicago," (retitled "Under-
world" for American release in 1927) to 
Roger Corman's ketchup-splattered pro-
duction of "Capone" (with Ben Gazzara 
caricaturing the scar-and-cigar-faced leg-
end) in 1975, the filmic formula remained 
essentially unchanged; mix heapin' help-
ings of honchos and henchman, molls and 
mommas, private dicks and public ene-
mies, sprinkle with a shower of bullets, stir 
in a bathtub full of booze, and voila! In-
stant Chicago. 
And so it went, until that red letter day 
in the summer of '79, when Mayor Jane 
Byrne extended the city's key to prodigal 
son John Belushi (and his partner Dan 
Aykroyd), effectively abolishing the ban 
imposed by her predecessor, Richard J . 
Daley, on the Hollywood film community 
(who could ta.rnish the reputation of his 
toddlin' town outside city limits, thank you 
very much!) . 
And in return for her 
kindness and generos-
ity? Byrne got her face 
slapped by "The Blues 
Brothers," a rather 
dour pair of dark-suit-
ed, sun-glassed soul-
belters in whose name 
Universal Pictures ran 
up a tab of $30 million 
in damages on Prairie 
State soil, climaxing 
with a cascade of po-
lice vehicles through 
t he p late glass win-
dows of the Daley Civ-
ic Center. 
But to suggest that this last episode rep-
resented a symbolic smashing of the city's 
old (anti-film) guard is to presume an in-
telligence and wit otherwise unapparent in 
this mindless, multi-car pileup. 
Less heroes than Halloween costumes 
come to life, the brothers Blues typified 
the Chicagoan of B-movie mythology, liv-
ing on borrowed time, their days on the 
street marking time between stretches in 
the big house (where the orphaned siblings 
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and their accompanists at last find steady 
work). 
None of which seemed to faze the locals, 
who in a delirious burst of civic pride took 
these musical monsters of the midway to 
their bosoms, convincing movieland mo-
guls that further strikes into the land of 
fire and flood were, at least, an economic 
necessity. 
Meanwhile, more artistic strides were 
being made in the suburban communities 
just outside mayoral jurisdiction-generi-
cally referred to as Chicagoland by masters 
of commerce bent on projecting an image 
of familiar relations between the city and 
its satellites. 
Framed amid the old-money opulence of 
Lake Forest, Robert Redford's "Ordinary 
People" set the standard by which cine-
matic examinations of the problems af-
flicting the "common man" should be 
judged. 
Meticulously adapted from novelist Ju-
dith Guest's frugal masterwork (courtesy 
of Oscar-decorated scenarist Alvin Sar-
gent), "People" related in no-nonsense 
fashion the story of the Jarrets, an other-
wise happily married couple whose cozy 
placement in the bridge clubs and dinner 
parties of the gold-card set offered no in-
sulation from the searing pain they expe-
rienced as a result of estrangement from 
their eldest son, Buck, who succumbed to 
the icy waves of Lake Michigan one year 
earlier, and his surviving brother Conrad, 
whose subsequent suicide attempt led to 
his installation in a posh nursing home, 
presumably out of town. 
Back home at the film's outset, Conrad 
(Timothy Hutton) convinces no one that 
he is settling back into the carefree life he 
knew just twelve months prior. School is a 
waking nightmare of incompleted assign-
ments and whispering classmates, while 
home provides an arena for sleepless nights 
and steel gray mornings in the breakfast 
nook, where the tortured teen takes an 
assigned seat between his incommunica-
tive, grief-stricken parents. 
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It is to the filmmaker's eternal credit 
that he resisted all temptation to empha-
size the Jarrett's "Ordinariness" by situat-
ing them in the relative anonymity of mid-
dle-class surroundings. 
Rather, by training his lens on the pains-
takingly tended avenues of this exclusive 
municipality, first the director Redford was 
ultimately able to prove that catastrophe 
makes no class distinctions, or as New 
York Times critic Vincent Canby reflected, 
"Privilege is a plywood treehouse in a 
hurricane." 
Likewise, high school senior Joel Good-
sen (Tom Cruise) is 
comfortably ensconced 
in state-of-the-art splen-
dor as a resident of the 
teddibly affluent prov-
ince of Glencoe. But, 
does his if-you-have-
to-ask-you-can't-af-
ford-it address prevent 
Joel from harboring 
thoughts of having a 
wild weekend at home 
when he finally gets the 
house all to himself? 
First-time director 
Robert Redford 
(right, pictured 
with Mary Tyler 
Moore, left) 
brought "Ordinary 
People" to the 
streets of Chica-
go's Lake Forest 
suburb. Showing 
that privilege is 
a plywood tree 
house in a hur-
ricane earned 
Redford an Oscar 
for Best Director. 
No siree, bub! In less 
time that it would take 
his parents to have 
second thoughts about leaving their baby 
boy all alone, the bachelor of the house has 
unlocked the liquor cabinet, pulled out the 
Fritos, pushed the decibel levels of the 
stereo system to mind-bending frequen-
cies, stripped down to his skivvies and stock-
Not only did the 
Blues Brothers 
break the bank 
(causing $30 mil-
lion in damages), 
the film also broke 
the ban instituted 
by the late Mayor 
Richard J. Daley 
to keep Hollywood 
off the streets of 
Chicago. 
ing feet (the better to 
polish hardwood floors 
with), and launched 
into the living room 
dance routine for 
which Paul Brick-
man's surprise smash 
"Risky Business" 
(1983) will always be 
known. 
Ironically, it was 
these "rural" film out-
ings that would go fur-
thest toward convinc-
ing ticket buyers the 
world 'round that Illi-
nois·had more to offer 
than stockyards and stick-ups. Moreover, 
sweet home Chicago found itself the recip-
ient of a celluloid image overhaul. No long-
er the private domain of barrel-brandish-
ing punks named "Pretty Boy" and "Baby 
Face," the Second City was more often the 
destination for morning rail-riding patri-
archs (including those presiding over the 
good homes of Jarret and Goodsen), who 
lunched for profit, and made their "kill-
ings" in boardrooms (as opposed to back 
alleys), before catching the commuter train 
home to enjoy the spoils of their labor. 
Not that one's pop necessarily had to 
toil in the rarefied air of the Windy City to 
afford comfortable lodging in Chicagoland. 
Case in point: the wisecracking principals 
of John Hughes' "Sixteen Candles" (1984), 
and "The Breakfast Club" (1985), not one 
of whom ventured a step beyond their home 
burgs in the combined efforts. 
With this auspicious double feature, 
novice director Hughes rose to the top of 
the Hollywood heap, taking the Union's 
twenty-first admission with him. 
Transplanted at an early age from his 
native Detroit to the North Shore, the 
former copywriter and National Lampoon 
contributor struck pay dirt b):' cautiously 
II).ining the emotionally rich soil of adoles-
cent angst and acne. Taking care to temper 
pathos with punchlines and pop music (his 
hand-picked soundtracks often entered the 
Billboard charts, reversing a process 
wherein "youth films" were usually some 
eighteen months behind the times on pre-
miere night), Hughes leapfrogged over his 
puberty-peddling contemporaries (most 
notably Steven Spielberg and Cameron 
Crowe) by virtue of his uncanny ability to 
compose teenage dialogue that sounded like 
... well, teenage dialogue! 
More than the beach blanket bimbos 
and cynical smart-alecks of their film cou-
sins from California and New York, Hughes' 
midwestern charges believably exhibited the 
contradictory symptoms of know-it-all and 
naivete that personify those formative years, 
and never more skillfully than during the 
course of the hormonal helmsman's maiden 
voyage, "Sixteen Candles." 
Arising on the morn of her sixteenth 
year (heralded by no less than the tonsorial 
spector of Chicago radio's own Dick Bion-
di), pixyish protagonist Samantha Baker 
(Molly Ringwald, an early expellee of TV's 
"The Facts of Life,") is sufficiently vexed 
that she hasn't accrued overnight the "three 
inches of bod" (read: bust) she was count· 
ing on to make her ascension into woman· 
hood official, that little more than a love 
tap would be required to push her right 
over the edge. Instead, an unwitting knock-
out punch is delivered by the members of 
her family, so caught up in the countdown 
to big sister Ginny's wedding (twenty-four 
hours hence) that Sam's anniversary goes 
completely unacknowledged. 
Further ambush awaits her on the school 
grounds where our heroine contracts a 
double dose of man trouble. Seems that 
Jake Ryan (Michael Schoeffling), the tall, 
dark and long-lashed letterman of her 
dreams doesn't even know she exists, while 
on the other hand, no known methods of 
restraint can curb the amorous aggressions 
of the otherwise unnamed "geek" (played 
with scene-stealing aplomb by Anthony 
Michael Hall) . 
· Will her family realize its folly? Will 
Sam find comfort in the hyper-muscled 
arms of her all-conference heartthrob? Will 
the geek make good on his promise to 
deliver Sam's panties to a rapidly growing 
throng of horny freshmen? The answers to 
these questions are all but lost in the fray 
of sight gags and giggles that made this 
modestly-budgeted sleeper a must-see for 
hordes of fun-starved PG-13-year-olds, 
still a fortnight from summer vacation 
when it descended upon the multiplexes 
of America. 
Even more critically lauded and com-
mercially successful than "Sixteen Can-
dles" was "The Breakfast Club," in which 
Hughes held a magnifying glass up to the 
varied, and often conflicting, echelons of 
the student body. In the guise of rule-bend-
ers sentenced to a full Saturday's deten-
tion, each of the five prisoners are repre-
sentative of different cliques, including a 
varsity jock (Emilio Estevez), a mousy-
haired misfit (Ally Sheedy), a standard-
issue delinquent (Judd Nelson) and round-
ing out the cast, returning actor Ringwald 
and Hall, essentially reprising their roles 
as, respectively, a mirror-conscious nym-
phet and a bookish nerd. 
The catfights and eventual convergence 
of these allegorical ambassadors fueled this 
claustrophobic vehicle (concentrated en-
tirely in one building save for a few brief, 
liberating exterior shots of Park Ridge's 
Maine East High School) which took a 
decidedly more serious tack than its cine-
matic progenitor, though not so somber 
that it didn't allow for 
the bratpackers to 
form a clumsy chorus 
line and tread, a la 
"Risky Business" 
brought Hollywood 
to Glencoe and 
made Tom Cruise 
a household name. 
Who will ever for-
get that infamous 
living room scene 
with Tom Cruise in 
his BVDs? 
"Risky Business," 
through one of the 
soundtrack's top 40 
hits. 
Sixties' chart top-
pers Wayne Newton 
and the Beatles hit the 
high notes of "Ferris 
Bueller's Day Off" 
(1986), a shockingly 
underdeveloped pho-
toplay from the favor-
ite son of '80s cinema. 
Supplanting his prototypical "every-
teen" with the smugly beguiling character 
of title fame (overplayed to a tee by sim-
pering, doe-eyed Matthew Broderick), 
Hughes shamelessly plunders the back 
pages of Neil Simon, Woody Allen, and 
Paul Brickman to pad the running time of 
this botched blockbuster. 
Only for the brief period that it ditches 
its eponymous principal and his disciples 
(Mia Sara and Alan Ruck) to focus loving-
ly on the finer points of Chi-Town ( e.g. the 
Art Institute, Wrigley Field and the Sears 
Tower), does this film approximate enter-
tainment. 
"If 'Ferris Bueller's Day Off' fails on 
every other level, at least it works as a 
travelogue," grumped Pulitzer-prized cog-
noscenti Roger Ebert. Indeed! 
Sadly, Hughes' "love 
letters to the city" rep-
resented something of 
an aesthetic last gasp 
for the irrepressible 
auteur, who turned 
from individual to in-
dustry, diluting his for-
mula to produce sev-
eral like-minded titles 
a year, more often 
piloted by less discrim-
inating directors (i.e. 
Chris Columbus, who 
called the shots on that 
most pious and profit-
able of Hughes' stable-
"Sixteen Candles" 
with Molly Ring-
wald (left) and Mi-
chael Schoeffling 
(right) was one 
of "Home Alone" 
John Hughes' first 
Chicago-based 
teen classics. 
mates, the "Home Alone" series.) 
Equally unsettling was the mass eliJ)loi-
tation of the city scape by cost-conscious 
filmmakers unable to afford the high tariffs 
imposed by the film capitals of the East 
and West Coasts, thereby resigning them-
selves to strip mining our streets in order 
to crank out modest takes of mafiosi and 
martial artists ("Code of Silence;' :'Above 
The Law"), pallid romantic comedies 
("Straight Talk," "Mo' Money"), displaced 
detectives ("Rent-A-Cop;' actually a faux-
Chicago film shot in Toronto with limited 
city exteriors spliced in) and special effects 
extravaganzas, ("Backdraft" and "Candy-
man" -ominously set in that most noto-
rious of city structures, Cabrini-Green.) 
Conversely, Chicago's reputation as a 
predator's playground provided validation 
for John McNaughton's spare, hair-
blanching "Henry: Portrait Of A Serial 
Killer" (1986), which doggedly takes up the 
trail of breadcrumbs and butchered limbs 
left behind by the screen's most insidious 
villain to date. 
An anonymous looking chap unbur-
dened by surname, Henry (Michael Rook-
er) roams city and suburban limits at all 
hours, stalking his prey, employing all 
manner of destruction without fussing over 
issues of age, gender or social standing. 
Unyielding to comic relief, sexual grati-
fication or the patrician ideals of the moral 
majority, storyteller McNaughton fash-
ioned a swatch of cinema-verite so vibrant 
and affecting that it is routinely included 
on the Top 10 lists of critics as well as the 
exclusionary list of theater proprietors, big 
and little. 
While virtually impossible at this point 
to predict the future of filmography, the 
steady influx of lights, camera and action-
eers into our vicinity assures Chicagoland 
a place in the epicenter of '90s screen fare 
(recent photographic subjects include for-
mer animated. terror "Dennis Tl;i.e Men-
ace," and current box-office champ Harri-
son Ford), thereby increasing your chances 
of glimpsing a loved one in forty-foot di-
mensions before the closing credits. 
Stranger things have happened, so keep 
an eye peeled. ' 
Designer: Martin L. Caldwel 
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By Tom Shea 
Reclining against a counter 's edge in the cluttered back 
room of Moondogs Comics store, 41-year-old Larry Marder 
beams with childlike enthusiasm as he talks about his alterna-
tive comic book "Tales of the Beanworld ." " Beanworld" is a 
vision that took Marder twenty years to develop and he is 
obviously very proud of it, as he should be. It is no ordinary 
comic book. 
At first glance, "Beanworld " appears deceptively simple 
with one-dimensional graphics that are likely to turn off most 
mainstream superhero comic buyers. Marder does not attempt 
to visually dazzle readers. Instead, " Beanworld" challenges 
the mind and all preconceptions of how comics are supposed 
to be. "Beanworld" inspires its readers to dig beneath the 
surface and extract their own interpretations. 
"'Beanworld' is a book that puts a lot of responsibility on 
the reader," says the tall , grey-haired Marder. "You have to 
work hard to understand 'Beanworld.' It's not passive enter-
tainment, but if you do work hard, there are giant rewards. 
'Beanworld' is a comic where you never know what to expect. 
I'm always pulling a rabbit out of my hat or taking a weird 
turn." 
Simply put, "Beanworld" is about a small tribe of beans 
who live in a self-contained world that has no relation to our 
existence on E.arth . The beans believe they live in the center of 
a perfect universe. They worship a tree called Gran'Ma'Pa that 
provides them with spiritual guidance and a living substance 
called a Sprout Butt. As soon as Gran'Ma'Pa drops a Sprout 
Butt, the beans assemble their Chow Sol'Jer Army and attack 
the Hoi-Polloi (a bunch of greedy gamblers who look like 
grinning, one-armed bowling balls) to steal chow which is the 
beans' source of nourishment. In exchange for the chow they've 
stolen, the Army leaves a Sprout Butt which the Hoi-Polloi turn 
into more chow to gamble with. The beans and the Hoi-Polloi , 
even though they are enemies, are completely dependent on 
each other to survive and maintain their ecological system. 
" This system is always becoming unbalanced in some 
shape or form and everybody's trying to fix it, which is at a 
certain level , in common with the real world we live in," says 
Marder. " You don't put scrubbers on factories, and think that 
acid rain is going to go away and it's going to fix everything. 
There's a ripple effect. E.very action causes reactions every-
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All cartoons copyright 1989 lorry Marder 
where else, so to try to fix these things isn't so easy. That's 
the basic foundation of the 'Beanworld.'" 
Marder also admits to other influences such as mytholo-
gy, American Indian culture, personal experiences in the ad-
vertising business, and the legacy of surrealist Marcel Du-
champ. There are references to all these things and more, but 
they are neatly hidden and obscured in "Beanworld.'' Marder 
says that readers often see things in the comic that he doesn't 
consciously include. 
" ' Beanworld ' operates on several levels. I've met people 
who have read pro-choice and pro-life things into this. I've 
had people tell me that they see the conflict between the 
beans and the Hoi-Polloi as the most precise analysis of 
communism versus capitalism that they've ever read. Some 
people see it as a treatise on vegetarianism. I'm not doing 
any of these things, but it's fertile in the sense that I'm a 
politically aware person. All that stuff is there, but it's not 
intentional.'' 
Although " Beanworld" is written for an adult audience, 
Marder has been surprised to see how many children read 
and enjoy it just for the story itself. "Kids aren't seeing deeper 
meanings that might be in 'Beanworld,'" says Marder. 
"They're just entertained . All they see is a bunch of beans 
having really cool adventures. But then again, the parents are 
reading this and getting it. So, it operates on two levels in a 
way that Rocky and Bullwinkle does, or nowadays, maybe 
Ren and Stimpy where it's really entertaining for kids; but if 
you're older and you bring more to it, you'll get more out of 
it.'' 
Marder, 41, was born in the northern suburb of Highland 
Park. He has lived in Chicago for the las.t 16 years . He attend-
ed college in Hartford, Connecticut where he got his degree 
in painting, but majored in cartooning. In college, he was a 
cartoonist and a conceptual artist who emphasized ideas 
over actual content. Marder says he brought many of his free-
thinking ideas to what later became "Beanworld,'' when he 
started working on it in 1972. 
"Because my background is in conceptual art, the story 
for me is more important than the artwork. In most modern 
comics, the story is secondary to the artwork. Mine is exactly 
the opposite. It's very simple, almost stick-figure-ish, and 
flat. So, whatever content there is, is driven by the ideas in 
the reader's head, as opposed to the actual drawing." 
After Marder graduated from college, cartooning be-
came more of a hobby for him, as he concentrated on making 
a living in the advertising business. Soon, though, he became 
bored with the monotony of a nine-to-five job and needed to 
find other creative out.lets. After a few years of.sketching and 
coagulating ideas, Marder had a concept of "Beanworld" in 
1975. But he still spent several years developing characters 
and ideas, before it reached the point where he felt every-
thing was the way he wanted it, and was ready for publica-
tion. 
"When I was in my late ZOs and working a job, I was 
obsessed with Beanworld and I worked on it every Saturday. 
I didn't know if it had a chance in hell,'' recalls Marder. "There 
were moments when I wondered, 'What am I doing?' All my 
friends are running around having fun, and I'm sitting here 
locked up in a studio all day, working on this thing that 
nobody may ever see. I had my moments of doubt then.'' 
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Marder's persistence and hard work eventually paid off. 
After doing advertisements for Eclipse Comics, (which pub-
lishes, among other things, the controversial serial-killer trad-
ing cards), he submitted a "Beanworld" " info pack" to Eclipse 
in the hopes that the company would be interested in pub-
lishing the comic. After examining "Beanworld ," Eclipse ex-
ecutives realized there was little or no money to be made 
from it. They admired the comic so much , however, that they 
made Marder a rare offer. If he paid for the publish ing, Eclipse 
would distribute " Beanworld " for free. " Beanworld " finally 
got published in 1985. 
" Eclipse does it out of sheer respect and love of ' Bean-
world ' and the work of Larry Marder," says loquacious Eclipse 
Editor-in-Chief/co-owner and self-proclaimed hippie, Cat 
Yronwode. Yronwode insists that Eclipse, which was founded 
in 1978, does not normally do business that way. Eclipse, she 
says, has a unique relationship with Marder, in which they 
are paid with the "pleasure of his artistic conventions." Edit-
ing "Beanworld " is Yronwode's favorite aspect of her occu-
pation. She says her job as Marder's " editorial shrink" is to 
" explore the content of his mind and apply a coating and 
semi-coating.' · 
Having come from the same " Jewish, bohemian , drug-
taking" background, Marder trusts Yronwode to interpret 
"Beanworld" for the public. She describes " Beanworld " as a 
"split between the academic mind and pop culture." She 
provides insight into Marder's influences, such as early 20th 
Century eccentric comic writer Henry Danger who, despite 
the fact that he couldn't really draw, created unconventional, 
revolutionary comics that became objects of fear. 
Map of known Beanworld 
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Another tremendous influence on Marder, says Yron-
wode, is advertising executive Leo Burnett, creator of the 
Pillsbury Doughboy, Betty Crocker, and the Valley of the Jolly 
Green Giant, which was created as a response to his ambiv-
alence about the role of the advertising agency. In an early 
issue of " Beanworld ," Marder created a parody of the Jolly 
Green Giant. Other influences, according to Yronwode, are 
comic guru Jack Kirby (creator of the Captain America comic 
strip) , the Beat Generation, and '50s rock 'n' roll. 
Yronwode summed up " Beanworld" best when she wrote 
the introduction to the second " Beanworld " tradebook: "Larry 
has invited us inside his head to view how everything he has 
ever seen, heard, thought about, learned by rote , worked at, 
enjoyed , or contemplated (and folks , that's a lot of stu ff) can 
be relabeled and then conceptually arranged into a new, 
simple, almost preternaturally orderly schematic diagram the 
size and shape of his own brain. 
" In a certain sense, ' Beanworld ' is an intellectual argu-
ment. I'm building this argument like a house of cards," ex-
plains Marder. " Everything has to fit in with everyth ing else 
and the more elements I have, the harder it is to keep t rack 
of it. So it does feel like a house of cards. One day I'm going 
to put one too many cards in and it's going to collapse. But 
hey, that's plant life! That's how bean plants work. They get 
bigger and bigger, until there's so much weight they just 
collapse. 
" He's got an incredible imagination ," says Corey M arder, 
his wife of six years. Larry and Corey met in advertising. She's 
a corporate meetings planner. She describes Larry as a very 
liberal guy. The " Beanworld " character, Dreamishness, was 
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current occupation as marketing director of Moondogs Com-
ics, " Beanworld," which is up to i_ssue 20, comes out irregu-
larly, whenever Marder is able to finish one. It takes Marder 
about a month to write an issue, and another month to draw 
it. 
" Sometimes it can take me a year to find those two 
months depending on what's going on in my life," says Mar-
der. ' 'I'm comfortable working that way, in the sense that I 'm 
not forced to compromise my comic in any way for economic 
reasons. I can just let the comic be the comic. If it makes 
money, great and if it doesn't, great, because I don't need it 
to pay my rent. But I am going to be doing 'Beanworld ' 
probably forever. I know the beginning, middle, and end . So, 
I'm never really at a loss for ideas. I just never know exactly 
what I'm going to put in the next issue." 
When Moondogs' owner Gary Colabuono saw an ad 
Marder did for Eclipse Comics, he hired Marder as a free-
lance advertising consultant. Colabuono later recruited him 
to work exclusively for Moondogs as a full-time marketing 
director. 
Moondogs Comics is a chain of six Chicagoland comic-
book stores. Owner Colabuono opened the first Moondogs 
store in Mount Prospect in 1978. Since then, says Colabuono, 
Moondogs has gotten bigger and bigger and comics , in gen-
eral , have become an accepted part of pop culture in Ameri-
ca. Although the image of comic books being only for kids is 
changing, Colabuono says that Marvel and DC comics still 
make up the bulk of comics sales, and most comics buyers 
are still teenage boys. 
inspired by Corey. The character, Beanish , on the other hand , 
possesses Larry's fears, anxieties, and other t~aits. In the 
comic, Beanish , the whimsical artist, and Dream1shness, the 
cheerful sun-figure in the sky, fall in love. 
" I love [ ' Beanworld ' ] immensely," says Corey. She says 
that " Beanworld" is her favorite comic, and that there is 
nothing about it that surprises her or that she doesn't under-
stand. " I know him pretty well ," she says. 
Corey seems to be the only reader not surprised or oc-
casionally confused . " Beanworld" fan Jeremy York set up an 
electronic bulletin board on the Unix system called 
Gunk'l'Dunk (named after the all-purpose adhesive in "Bean-
world") to analyze the comic. The organization, which began 
more than a year ago, comprises approximately 120 mem-
bers from all over the world , who throw out topics for discus-
sion. Unfortunately, the Unix system is not available for home 
computer systems. Only business, government, and univer-
sity systems can receive it . Therefore, Marder says, most 
members send their messages from work. Some Gunk'l'Dunk 
members' addresses are places like the University of Scot-
land, NASA, and the IRS. " Scary stuff, really," says Marder. 
" [Gunk'l'Dunk] has been a great help to me," states 
M arder. " They help me understand what people don't under-
stand. I think it's a little more critical than your basic fan mail. 
They send me a print-out periodically with all the activities 
that have taken place in the last few months or so." 
" Beanworld " readership hovers between 5,000 and 
6 ,000, which is very successful for a black and white alter-
native comic book. When the comic began, it came out twice 
a year, and later became a quarterly. Now, with Marder 's 
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~ ~ C~o~ ~~e~d" butfeels It ~ should come out more often . He especially appreciates the 
way "Beanworld" tells a complex story with minimalistic 
graphics. 
' 'I've always like the simplicity of it," says Colabuono. 
W ' 'I'm so used to every artis.t drawing bigger, bolder, harder, that 'Beanworld's ' simplicity is refreshing." For his part, Marder says, " When I wake up every morn-ing, I know I'm working on comics. If I'm not working on my 
comics, I'm working on selling somebody's else's. Before, I 
was selling products that I was indifferent and often hostile 
to. Now, I'm helping sell things that I like. I'm a much happier 
person than I was ten years ago." 
Des Plaines freelance comic book artist Paul Fricke, who 
contributed to the "Trollords" comic book series from 1986 
to 1991 and has drawn for DC comics, says that at first he 
thought "Beanworld " was "stupid and simple." After read-
ing it further, Fricke found himself being drawn into "Bean-
world." Later, he became, as he put it, " a total freak for it." 
Fricke is now convinced that " Beanworld's" simple de-
sign makes it fun to read and adds to its overall effect. " It's 
designed the only way it can be. 
" Every time you read it," says Fricke, " you bring some-
thing to it. It not only takes place on the page, it takes place 
in your head. It goes against the grain." 
Having freelanced on various comics for seven years out 
of his home, Fricke finds Marder's lifelong commitment to 
"Beanworld" astounding. He is certain that no matter how 
long "Beanworld" lasts, it will always have an avid following. 
" Once you become a 'Beanworld' reader, you can't stop," 
Fricke says. 
Over the years, Marder has been approached twice by 
newspapers who showed interest in publishing " Beanworld " 
but he wasn't interested. " Newspaper comics today don't 
interest me," says Marder. "If I had an opportunity to submit 
something like 'Beanworld' the way newspapers were in the 
'40s or ' 50s, when you were still allowed to do a humor 
continuity strip, that would be appealing to me. But the way 
newspaper comics are treated today, it's basically a joke a 
day. 'Beanworld' is so kinetic, so frantic, that it doesn't really 
lend itself to that kind of continuity." 
Marder says that "Beanworld " could make a great ani -
mated cartoon series someday, if producers would stick to 
what he has written, and not try to change it too much. " The 
day I get an offer where I only have to compromise 10 or 15 
percent of my vision as opposed to 60 percent , then I' ll talk 
business. I worked too long and too hard on this . I didn't put 
20 years of my life into something that somebody 's going to 
change and have fail in five weeks. 
" I know people who think it will make a great interactive 
CD- ROM story. Maybe all it's waiting for is the right technol-
ogy to come along. Maybe TV animation isn't where it should 
be at all." 
In the meantime, Marder will be perfectly happy enter-
taining his faithful legion of readers , as they anxiously wait to 
see what fascinating new adventures lie ahead in fu ture issues 
of "Beanworld ." 
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impressive; it could be an acting class 
warming up or junior high campers try-
ing not to get caught while short-sheet-
ing their counselor's bed, but when the 
visual aspect of the.rehearsal comes 
into play, it is a veritable feast for the. 
soul. Small, perfect, graceful forms 
whirling and stretching in ways no 
mere human should be able to, in such 
exquisite harmony of motion and music 
thatless gift,ed m9rtals pay to watch. 
All this is far from the finished form. 
The dress code for rehearsal is a 
startling contrast to the elaborate 
costuming for performances that to see 
the dancers execute the delicate moves 
is a study in contradiction. Oh, the 
dancers are still phenomenally graceful, 
but the sea of brightly colored Spandex, 
thong leotatds and ripped flannel shirts 
paired with toe shoes and Stravinsky, 
seems incongroous at best. 
The transformation of these 
unremarkable looking, and seemingly 
earthbound, humans into whirling 
,dervishes of delicate prec\sion belies the 
grace of their astonishing performances. 
The audience rarely gets a glimpse into 
the world of dedication, hard work and 
just plain sweat that is de rigueur for 
those who have' devoted their lives to 
the art of dance. Yet without knowing 
the pain behind the beauty they see on 
stage, no casual observer can fully 
appreciate the. ballet. 
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Many of Ballet Chicago's 
dancers have lived on lime 
more than caffeine and 
There have been, of course, 
countless films depicting the martyr-
dom of the corps, but mosthave been 
either self-indulgent salutes to the 
prima ballerinas or exagge: ated 
tragedies of the would-be dancer whose 
career ends before it truly begins. The 
hard reality of the ballet is that 
talented, ambitious people have given 
up a lot in life. to do what they love but 
are no different from anyone else, 
except in terms of sacrifice and agility. 
Many of Ballet Chicago's dancers 
have lived on little more than caffeine 
and hope, almost unable to pay the 
rent, as the company struggles to find 
enough funding to stay alive in the 
expensive world of fine art, Some have 
taken part-time jobs to pay the rent; 
other rely on lovers and spouses for f&d 
and shelter. 
This is what Ballet Chicago is all 
about: the absolute dedication of a 
small group of people giving Chicago a 
professional classical dance company. 
It is, as one blond, exquisite dancer put 
it while stretching out on the unyielding 
wooden dance floor, "the toughest thing 
any ofus has ever done, but I'd never do 
anything else." 
The rehearsal is run with such pre-
cision and attention to detail, that one 
would think that goose-stepping and 
anal-retentive salutes are part of the 
program. Yet the dancers seem com-
fortable together, not so much a family 
as a close-knit gang of children at play. 
The atmosphere is one of dedicated, 
relaxed cobcentration Jed by a man, not 
made of steel, but fueled by a passion-
ate devotion to the love of his life..dance. 
The man is Daniel Duell, artistic 
director and undisputed champion of 
Ballet Chicago. Both Duell and his 
company have developed a following 
characterized by great. admiration and 
devotion, but little substance. 
Five years ago, when Maria 
Tallchief-Paschen left the Chicago City 
Ballet in an uproar due to "artistic dif-., 
ferences," speculations that Paschen's 
exit meant the end of classical ballet in 
hope, almost 
unable to pay 
the rent, as 
the company , 
struggles to 
enough 
funding to 
stayaHve in 
the expensiv~ 
WOPIIIOI 
fl•art. 
Cltjeago made the rounds of the 
six-figure-salary-set faster than local. 
Democrats around a third-airport 
planning committee. The traditional 
philanthropists seemed shocked, hut as 
Paschen's husband provided much of 
the company's financial backing, it 
didn't look like anyone could do 
anything about it. 
~The dancersr the heart and soul of 
the suddenly defunct Chicago.City 
. Ballet, did not succumb to the light-
ning-quick outbreak of waffling that 
affected the rest of the arts community, 
Less than two weeks after 
Paschen's departure, Daniel Duell .and. 
his fellow dancers regrouped and 
formed a new company, tentatively 
called Ballet Chicago. Chicago City 
Ballet's traditional mid-January fund· 
raiser went on as planned with the help 

Tchaikovsky classic. It panded,w the 
audience's somewhat sophis~ 
sense of humor, but never loseii atJ}lt 
that modern dance stemmed tr0m a 
classical foundation. 
Ballet Chicago is celebrating its 
fifth year of existence, but the"pal'ty is 
neither as on-going nor as joyous as one 
might expect. The company has had its 
triumphs and tragedies, especially 
financial ones that seem to 6i, 
overwhelming the $UOOe8S ofthe troupe. 
Although the BalletiS,~ a 
coup for Chicago. its · · 
celebration in May · last. 
The brief bout of~ tun ends 
as a dark haired man en• the room. 
He is not overly~ in stature, but 
exudes an aura of confideJiee .and 
authority that cxm,mands 1.-espect. 
The dancers group around DueB like 
children around their favorite, but 
stem, teacher on the playground. They 
have come here to do his bidding, and 
all are eager to get down to business. 
Duell doesn't looi happy, which 
could mean a rugged rehearsal for the 
corps. One of the dancers has not yet 
shown up, and another is nursing a 
swollen ankle in the comer of the room. 
There is a performance tomorrow night, 
and he is less than satisfied. As the 
assist in the (:Olllpany's continued 
existence. 
In May of 1990, the inner circles of 
the Chicago arts community got a shock 
when Randall Green, then executive 
director of the Civic Center for the 
Performing Arts, announced that he 
was leavii}g his job to become managing 
director of Ballet Chicago. Green had 
been running the Civic Center for six 
years, and a contract that guaranteed a 
multi-year, multi-performance deal 
between the Civic Center and Ballet 
Chicago had just been signed. He left 
the Civic Center on good terms with the 
building's owners, Dino and Becky 
D'Angelo, who praised his ambition to 
"I can't tell you how much it means 
to us that people are out there doing 
whatever they can to help us keep 
Ballet Chicago together," said Patty 
Eylar, a dancer with Ballet Chicago 
since its inception. "Without the 
support of the audience, we couldn't do 
what we do best: dance." 
Eylar, like most of her fellow 
dancers, has spent nearly all of her life 
studying, practicing and performing 
classical ballet. After years of grueling 
dedication, she found a home in Ballet 
Chicago, and a family of sorts. 
"All ofus ·are close, like brothers 
and sisters," she said. "We work, live, 
perform, celebrate and suffer together. 
1111Y •e mortal again. Tomorrow night, they will dance. 
dancers line up for further warm-up, all 
visitors are politely, but firmly shown 
the door. Distractions are unnecessary 
at this point. 
The door clicks softly shut, but the 
sounds of rehearsal are only slightly 
muffled. A man is barking directions as 
the dancers rehearse, but now the 
whooshes, thumps and scrapes sound 
the grim toll of work, rather than play. 
Keeping a troupe of classical 
dancers alive in this city is hard work, 
and it takes more than just the physical 
dedication of the dancers. More than a 
few people have rallied around the 
cause of Ballet Chicago, and have 
successfully ensured the success of the 
past five seasons. Some have even 
given up more lucrative careers to 
help establish a successful resident 
classical ballet company in Chicago. 
"We are going to make Ballet 
Chicago into one of the most successful 
and renowned dance opmpanies in the 
country," Green said. "Anything less is 
unacceptable, and we're going to do 
everything we can to make it happen." 
Other civic-minded individuals and 
groups, Sondra Thorsen and the former 
Friends of Ballet Chicago, also 
dedicated their time to finding potential 
resources and sponsors for Ballet 
Chicago. The money they have raised 
through luncheons, benefits, and 
black-tie aff~. are as responsible for 
the continued success of Ballet Chicago 
as the corporate grants from Kraft and 
Philip Morris, Co. have been. 
Sometimes it's tough, but it's always 
worth it. Ifwe didn't do it together, 
there would be no Ballet Chicago, so we 
'do it." 
Ballet Chicago and its supporters 
had reason to celebrate in 1993. The 
season marked not only the company's 
fifth year of existence as Ballet Chicago, 
but also the premiere of new works by 
both Duell and Schmidt. 
An hour or so later, the door creaks 
slowly open and a dozen exhausted 
dancers file out, graceful even in their 
weariness. They wrap towels around 
their necks, and carry heavy totes 
containing street clothes. 
The chatter has picked up again. 
They are mortal again. 
Tomorrow night, they will dance. 
Photography by Jennifer Sun • Design by Anthony C. Correo 
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James Baldwin once wrote, "African American language is the 
foundation , and anyone who enters the gates of the Z 1st cen-
tury must come by us! " 
If this is the case, it is inevitable that one woman you'd have to 
pass is Gwendolyn Brooks. For, as her publisher Haki Mahubuti 
says, "You cannot talk about U.S. poetry without mentioning 
her." 
The first African American to receive a Pulitzer Prize ( 1950), 
Gwendolyn Brooks has awed millions of readers with her rivet-
ing, consciousness-raising poems for over fifty years. 
In addition to being named Poet Laureate of Illinois, she is a 
member of the American Academy and Institute of Arts and 
Letters and the National Women's Hall of Fame. She has also 
received The Shelley Memorial Award , The Anisfield Wolf 
Award, The Kuumba Liberation Award , The Essence Award , 
Guggenheim Fellowships, and sixty honorary doctorate de-
grees. 
Most recently, Chicago State University established The Gwen-
dolyn Brooks Center for Black Literature and Creative Writing 
which honors her for her contributions to the black community. 
Gwendolyn Brooks is like her poetry-candid , compassionate 
and commanding. I discovered this during our conversation in 
her dining room: 
How did you first get your poems published in book form? 
Well , I put 19 poems together and I made a list of publishers. 
And I said to myself, I 'm going to go straight down that list 
until somebody takes these poems. Harper was at the top of 
the list. Harper &. Bros., it was called then . Now it's Harper-
Collins. They were really interested in publishing them, but said 
that I needed more poems. So I wrote some more and then in a 
year or two, I sent them all back again and they were published 
in a book called " A Street in Bronzeville" in 1945. One of the 
new poems, " The Sundays of Satin-Legs Smith," about a young 
fellow, who was from the inner-city and poor, is quite a philo-
sophical poem. It takes up a whole Sunday's activities. And I 
also wrote a poem about Dory Miller that I called " Negro 
Hero." You might have heard of Dory Miller, who was a hero at 
Pearl Harbor during the Pearl Harbor days. He wasn't supposed 
to be upstairs on the Battleship Arizona with the white person-
nel because it was before the time of the integration of the 
services. He was supposed to be downstairs slicing tomatoes 
and peeling potatoes. When all the excitement happened , he 
seized a machine gun ... and then ended up saving the lives of 
his captain and other officers. He became very famous for that. 
But in the poem, he's wondering just how the whites responded 
to his act of bravery because in one part it says, " In a southern 
city a white man say, ' Indeed I 'd rather be dead. Indeed I 'd 
rather be shot in the head.'" 
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the other pe rso n·s poem with qour extensions. 
qour uniquelq personal understandinos. 
thus makino the poem serve qou . 
I oive qou what I have 
You don ·t oet all qour questions answered in th is 
world . 
How manq answers shall be found 
in the deve lopino world of mq Poem7 
I don 't know . Nevertheless. I put mq Poem . 
which is mq life . into qour hands. where it will 
do the best it can . 
I am not a tioht-faced Poet. 
I am tired of little tioht-face poets sittino down to 
shape perfect unimportant pieces. 
Poems that couoh liOhtlQ - catch back a sneeze . 
This is the time for Bio Poems . 
roarino up out of sleaze . 
poems from ice. from vomit. and from tainted blood. 
This is the time for stiff or viscous poems . 
Bio . and Bio. 
Copyright 1987 by Gwendolyn Brooks Blakely. Used with permission . 
Why Is she one of your heroes? 
She does so many wonderful things. She kept the idealism 
going while her husband was in prison. She held things togeth-
er. I'm sorry that so many are willing to forget so quickly, 
including her husband. I'm not over there, and I don't know 
everything, but I do know that whatever they ' re accusing her 
of, she did some wonderful things for that country and for 
humanity. 
Has poetry affected rap music or has rap music affected 
today's poetry? 
Well, rap is poetry. Sometimes it's good and sometimes it's not 
too good. 
With that In mind, which rap artists do you feel have made 
a positive contribution to the social conditions of blacks? 
Monie Love, Queen Latifah , I like a lot of Public Enemy. Positive 
contributions 7 
Right. I mean without all the swearing and the drugs, and 
bad-mouthing women. 
I don't care for those myself. But when you say swearing, there 
is a place for swearing but it is strange that I have only one 
poem that contains profanity. The " Ballad of Pearl Mae Lee." 
It's a love story, really. It's about a lynching in the South, from 
my very first book. It's from the point of view of the black 
sweetheart, an ordinary black sweetheart of a black man who 
began by favoring light-skinned black women, but has "pro-
gressed" to white women. And he is lynched in this poem 
because of his association with a white woman who reported 
what he has done to her, sort of what happened to Emmitt Till. 
I do have a long, long poem, seven pages, called "A Bronzeville 
Mother Loiters in Mississippi," that is about that case, but taken 
from the viewpoint of the white woman at whom he was sup-
posed to have whistled . 
What do you think of other blacks in the entertainment 
industry? How do you think the filmmakers, actors, come-
dians, athletes, etc. are faring in producing positive role 
models for young blacks? 
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Well, right now, we're all excited about Spike Lee's " Malcolm 
X," which I have not seen. People are being very much affei:ted 
by it. 
I did see "Do The Right Thing," and they clapped in the end 
when they were rolling off the words of Malcolm X and Martin 
Luther King Jr. 
What saddens you the most about race relations In America? 
What really saddens me most is what so many blacks now are 
feeling-feeling that really they don't like being black. They feel 
uneasy. They admire what is white . . . . I have a book of poems 
that is called " Primer for Blacks." 
It has in it an essay about blacks, " Requiem Before Revival": 
We still need the essential black statement of defense and definition. 
. . . I give whites big credit. They have never tried to be anything but 
what they are. They have been and will be everlastingly proud to be 
white. It has never occurred to them that there has been or ever will 
be ANYthing better than, nor one zillion th as good as, being white. 
Copyright 1980 by Gwendolyn Brooks Blakely. Used with permission. 
What I hate seeing is blacks deciding, especially people who 
have " ascended" on the backs of the poor, that the " welfare 
mother" and the black men who end up in prison or resort to 
drugs, are beneath them. We have a certain mob of black 
brothers and sisters who don't want to be called " brothers" or 
" sisters" and feel utter contempt for these members of their 
family. That kind of attitude is really infuriating to me. And I see 
more and more of it. 
How do you as the Poet Laureate of Illinois encourage young 
blacks to read more? 
I constantly tell them to read, and read not only poetry but 
fiction, autobiographies and biographies, to learn what has 
happened to other people. And also I tell them to read Time 
and Newsweek, that's a good habit to get into. But I say, don't 
believe everything you see in those things-look between the 
lines. 
How do you encourage and guide young, aspiring black 
writers to develop their own "voices" In order to tell their 
own stories? 
I am helping with a contest that encourages many children who 
would have never set pen to paper, The Illinois Poet Laureate 
Awards Competition . And I do go to schools where they let me 
have a workshop and I' ll read them poems that I think are really 
good, especially by kids their own ages. Then I' ll encourage 
them to do their own writing, and I' ll give them a subject arid 
tell them to write about five lines. That's difficult-I wouldn't. 
want a challenge like that myself. Some remarkable and exciting 
things come from such instruction. But I urge children to read 
all kinds of poetry, fiction, and the other things I told you about. 
What will the Gwendolyn Brooks Literature Center bring to 
the black community? 
The center is going to feature my work, will have readings , 
lectures, lots and lots of other people's work. 
It's going to Include other work from all over the world? 
Yes, Africa. 
Do you know who some of the authors are? 
Okotpbitek, and his most famous works are the " Song of Low-
eno" and " The Song of Oko," about an African wife and her 
husband . She favors the old tradition , the old ways of doing 
things, looking at things. And he has no patience with the old ; 
he is only interested in what is foreign. 
Sounds like you can relate that to the United States. 
I was just th inking the same thing. He has a lot of counterparts 
over here. Also , Chinua Achibe is another one of the African 
authors. 
How many books of poetry have you written in your life-
time? 
Twenty-one. 
Out of all of these books, which one is your favorite? 
Now, that's hard to say because there is a lot in the very first 
book that I am still reading to audiences today. Most of the 
critics say that " In the Mecca" has the best written poems. And 
that book does contain a poem called " Malcolm X" and anoth-
er poem called " Boy Breaking Glass" that I kind of like. Gee, 
which one, if I were asked , would I pick out if all the others 
were to be thrown in the trash? I don't know. Maybe " The 
Beaneaters"? 
And why is that? 
Because it has a lot of poems that people call , that the general 
critical public calls " social poems." I was warned when that 
came out. It wasn't reviewed for a long time, maybe about six 
months to a year after it came out, which was very unusual 
because my books in those years were reviewed immediately. 
Was that because of its social content? 
Yeah , and I was told that a poem like " The Lovers of the Poor," 
made so many liberals upset. [specially those who lived in the 
suburbs d idn't like it. 
Because you pointed out the fact that they were conde-
scending toward poor blacks? 
You' re well-read on my poems, aren't you? 
You were talking about rich suburbs in Illinois. When I read 
that I was wondering how some of them felt. 
Glencoe, Lake Forest. 
Yes, those very wealthy suburbanites who came out to the 
poor neighborhoods during Christmas or Thanksgiving, who 
tip-toed thro1,1gh the hallways just like you described. 
You can meet such people. Then they go back to the " real 
world." 
Which is your most memorable "Gwendolyn Brooks" poem? 
The one that is most tamous is called " We Real Cool." 
The pool plaqers. 
Seven at the Golden Sh ove l. 
We re al cool. We 
Le ft school. We 
Lurk la te. We 
Stri ke straioht. We 
Si no sin . We 
Th in oin. We 
Jazz June . We 
Di e soon . 
Copyright 1960 by Gwendolyn Brooks Blakely. Used with permission. 
Why do you think it's so famous? Why do people request it 
so much? 
Because it's written differently from the others. It's about the 
plight of many children of today. I wrote the poem because I 
saw seven boys shooting pool in a poolroom near my home. I 
lived on 74th and [vans for 37 years. So, there was a poolhall 
called Baylock's right on the northeast corner of 75th and Cot-
tage Grove. I saw these boys shooting pool in there during 
school t ime and I wondered how they felt about themselves. 
The way they felt about themselves, not feeling cherished by 
our society. I've said this so many times. I felt they were ex-
pressing themselves by playing " hookey" from school. They 
were , in a way, thumbing their noses at the society. That's a 
state that is well -known to us today. 
Which is your most painful poem? 
There is a lot of "pain" in a lot of these poems. But if I were to 
speak of recent poems, I must say that " Uncle Seagram" is 
really painful. 
That's the one about the boy who got molested. Which is 
your most humorous poem? 
I 've never even thought about such a thing . Most humorous 
poem. Often when there is humor, there is someth ing else in 
the poem, too. How about "At the Hairdresser's": 
Gimm e an upsw eep . Minnie . 
With humpteen babq curls . 
'Bout time I oat some olamou r. 
I'll show them oirl s. 
Think theq so flq a-struttin' 
With theq woo l a-blowinf ·ro und 
Wait·11 th eq se e mq upsweep. 
Tha t 'll jop ·em back on the aro un d. 
Got Madam C. J. Walke r' s firs t. 
Got Po ro Gro wer next . 
Ain't none of ·em worked with me. Min . 
But I ain't ve xed . 
Lano ha ir"s out of stqle anqh ow . ain 't it? 
Now it 's tie it up hiOh with curls. 
So oimme an upsweep . Mi nn ie 
I'll sh ow them oir ls. 
Copyright I 945 by Gwendolyn Brooks Blakely. Used with permission. 
Well , people always laugh when I read that, which is not often , 
and that is in a little series that is the only example of d ialect 
writing that I have done. 
Which poem is your personal favorite? 
I don't have a personal favorite. I like " The Life of Lincoln 
West," which I read to most audiences. I do like " The Lovers of 
the Poor." It did what I wanted it to do. 
Have you ever had any sarcasm in any of your poems? 
Oh, yeah, if you mean irony. It's one of my main features. 
There's irony in "Our White Mother Says that We are Black but 
not Very." Defini tely. I'm still looking for comedy. I do have a 
poem which has got some funny lines in it but it ends with a 
kind of sweetness. It is called "To Be Grown Up." He is thinking 
about what it means to be grown up: 
l he whole chocolate cake can be qours. 
To be orown up means 
qou don·t oet a repor t card. 
You don't face a father. a mo ther. 
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Back to the one about the " The Sundays of Satin-Legs 
Smith," There was one line that I thought was very impor-
tant: " People are so in need. In need of help. People want 
so much that they do not know." 
I'm glad that you like that. 
I think that excerpt relates to some of today's black youths' 
problems. How do you feel that statement relates to today? 
It still is true. "People are so in need, in need of help. People 
want so much that they do not know." This young man, like so 
many young men of today, wanted much that he didn't even 
know that he had need of. "Below the tinkling trade of little 
coins, the gold impulse not possible to show or spend." That 
merely means that they have a lot of potential. But because of 
one thing or another or what society has done to them, what 
they have done to themselves because of the cruelty and ne-
glect of society, they cannot spend this "gold impulse." "Prom-
ise piled over and betrayed." 
How have your poems changed to reflect what's going on in 
society today? 
My latest book, " Children Coming Home," came out in Decem-
ber '91. It deals with what's going on in the schools and among 
school children . And I have lots of observations about the 
contemporary scene. One is called, "White Girls are Peculiar 
People": 
White oirls are pecu liar people. 
Theq cannot keep their hands out of thei r hair. 
Riso 
theq m alwaqs shakino it awaq from thei r eqes 
when it is not in their eqes. 
Sometimes. when it is braided. theq foroet · 
and shake and shake 
and smooth what is nothino 
awaq fro m their shameless eqes. 
I lauoh . 
Mq hair is short. 
It is close to mq head. 
It is almost a crown of do ts. 
Mq head is elm and free . 
I do not shake mq head to make 
mq brains like a cmq dust. 
Copyright 1991 by Gwendolyn Brooks Blakely. Used with permission . 
That's a little girl named Richardine who has, as she says, 
"almost a crown of dots." And there are little girls, and I know 
you have seen some of them who wear their hair like that-not 
because it won't grow but because they or their mothers feel 
that their heads are sculpture. That is what they want to reveal 
to the public. Then I have a poem, "Uncle Seagram," about a 
little boy, five years old, who was molested by his uncle: 
M q uncle likes me too much. 
I am five and a half qears old . and in kinderoarten . 
In kinderoarten everqthino is clean. 
Mq unc le is six fee t tall with seven bumps on his chin. 
Mq uncle is six fee t tall. and he stumbles. 
He stumbles because of his Wonderful Medicine 
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packed in his pocket all times. 
Familq is ma and pa and mq uncle. 
three bro thers. th re e sisters . and me. 
Everq nioht at mq house we plaq checkers and dominoes. 
Mq uncle sits close. 
There aren't anq shoes or socks on his feet . 
Under the table a biO toe tick les mq ankle . 
Under the oilcloth his knee beats into mine . 
Rnd mashes. Rnd mashes . 
When we look at TY mq un cle picks me to sit on his lap . 
Rs I sit. he oets hard in the middle . 
I squ irm . but he keeps me . and kisses mq ear. 
I am not even a oi rl. 
Once when I went to the ba thro om. 
mq uncle noticed. came in. shut the door. 
put his lono white tonoue in mq ear. 
and whispered ·we·re Best Friends. and Familq . 
and we know how to keep Secrets.· 
Mq uncle likes me too much. I am worried. 
I do not like mq uncle anqmore . 
Copyright 1991 by Gwendolyn Brooks Blakely. Used wi th permission. 
I believe that a poet ought to tell the truth-whatever it may 
happen to be. And certainly that kind of thing is going on. I also 
have a poem called "I am a Black," about a little boy who 
resents being called African American. He likes the meaning of 
the word "black." That's another aspect of reality. There are 
many kids who are very happy to be what they are-black. 
They don't need any softening, no African American. 
Which of your poems are timeless? The ones that will al-
ways reflect the black experience in America? 
Which are timeless? That is for time to tell. Who knows what 
will be the favorite years from now. But I think that poems that 
deal with the problems of "agonies and ecstasies," and that's a 
cliche, will always find r€,adership. We're still reading Emily 
Dickinson. 
Which of your poems do you think will have bearing now, 
poems that had impact 20 years ago, and 20 years from 
now will still be poems for the day? 
I think that a poem like "The Life of Lincoln West" just might 
find a readership a hundred years from now because there will 
always be people who feel not cherished because of some 
feature that is generally not favored. This was a little boy, •it 
starts out, 
Uo liest little boq 
that everqone ever saw . 
That is what everqone said . 
Copyright 1991 by Gwendolyn Brooks Blakely. Used with permission . 
And it turns out that this little boy was dark-complexioned, and 
he has a pair of plump little lips, he has a wide little nose, and 
he is not considered beautiful, not even by his family. I've had 
old, white women come to me at readings and say, "Oh, I'm 
glad you read that poem. I 'm not black, of course, but I felt as 
he felt as I was growing up." It turns out that she might have 
had a sister who was prettier than she was so the family and 
friends favored the sister over her. So that poem might very 
well survive. Also, "The Mother" might survive because I imag-
ine people will be having that decision to make, you know. 
There will always be unwanted pregnancies occurring. 
Have you ever received any criticism about any of your 
poems, and if so, how did you react? 
Oh, Lord . i 've received lots of criticism from whites who would 
read my poems or listen to me reading them and ask, " Why are 
you so bitter? " They didn't know what i had to be bitter about. 
That's the chief kind of negativity I have received. 
What Is the difference between the poems you wrote in 
your earlier days and the ones you write today? 
The early poems were very closely rhymed. I am more interest-
ed in freeing language now. So, I rarely write closely-rhymed 
poems. 
What do you mean by "freeing?" 
It is generally free verse with irregular lines as far as length is 
concerned . And sometimes, there will suddenly be a little rhyme 
and it will seem like it's accidental-but, of course, it will be 
very carefully planned. 
What can you say about the poems that you write, your 
style of poetry? 
I don't know if I have a "style." But if I have a style, it's probably 
true that I have had many styles because I think I have changed 
over the years so that one book is a little different from another. 
"A Street in Bronzeville" and " The Bean Eaters" are somewhat 
alike in that they certainly do emphasize an interest in people 
and their concerns. "Annie Allen" was mannered; I was terribly 
interested in being technically expert when I was writing that 
book. Not all of that expertise came off, especially when I 
attempted to do it in a poem called "The Anniad ." 
When you're writing your poems do you listen to music? 
I don't. I like things to be as quiet as possible, although a lot of 
my poems have been written on transportation-on trains, bus-
es, whatever. 
What sets your poetry apart from other poets'? What makes 
your poetry distinct? 
That is quite a question, very difficult to answer. Of course, 
remember that I was here before some of the writers of today 
were born. I began by wanting to be very, very careful about 
word selection. I didn't want to sound like William Wordsworth 
or Shelley, or even Emily Dickinson, who I did admire very 
much. I wanted to see myself ... what did that mean? I didn't 
know what " myself" was. But I wanted to write about what I 
knew. I wrote about a lot of people I knew. I stuck them in here 
and there, changing them a bit. That doesn't sound too much 
different from what other poets might want to do. So, I think 
that you would just have to read my work and their work and 
then decide for yourself if it's different-if it i5. 
One thing that I've always wanted to know is how do you 
manage to stay so humble? You're not standoffish-and 
you're a world-class poet. 
It's just a matter of having common sense. I'm a very sensible 
person. But I know what you mean, and I've met such arrogant 
people and I feel sorry for them, and for their audiences be-
cause some of these people refuse to give autographs. Now 
there are people who come to hear you chiefly because they 
want an autograph. 
Is there a certain way one should approach reading one of 
your poems? 
No, just open up the book. In this book, "Children Coming 
Home," I tried to put myself inside children . So, in one, "Our 
White Mother Says We Are Black But Not Very," I tried to 
imagine what it would be to be a little girl like that. We have all 
known little girls like this child, " Fleur." Wasn't that a wonderful 
name for her? It's French for flower. Little girls who come from 
famil ies that had a lot of " snooty" university professors or 
bankers or somebody who has been able to " slide in." They are 
very contemptuous of the people who have not " striven." So, I 
have her saying: 
Mq brother and I are Nice People 
We m Black . but we have creamq skin . 
We have nair that is naturallq curlq. 
We wear jackets and shoes that cost lots of mone q. 
Our lunch box was hammered in Holland. 
Copyright 1991 by Gwendolyn Brooks Blakely. Used wi th permission. 
I don't think that you would have any trouble reading the poems 
in "Children Coming Home" because they are all in the voice of 
these particular children. Each one is different. A poem like "A 
Bronzeville Mother Loiters in Mississippi," the one I like to call 
the "Emmitt Till Poem," there you would have to try to imagine 
what a white woman of the South might feel in certain circum-
stances. You mentioned criticism-I have been criticized by 
certain people for writing that poem from the v iewpoint of the 
white woman. 
How do you feel when you read your poems aloud? 
I try to give my listeners an idea of how I felt when I was writing 
the poem. Because if you ' re like me, you just don't sit and coldly 
put down words without a crack in your face. I 'm all excited, I 
jump up and down and say, " Hey this is just what I wanted! " I 
want them to understand how I felt, so I try to give them that 
kind of flair. 
What or who inspires you to write most of your poetry? 
People do. Most of the poems are about people. I've written 
some poems about nature, but very few that don't also include 
an interest in people. 
Who influences you the most in the things that you write? 
Your children, your husband, your friends? 
I have written about all of them. I can't say that they've influ-
enced me, but I have written about them. There was a time 
when my husband, Henry, had some influence over what I was 
writing, during my twenties. We were married in '23, especially 
in '24 or '25. We used to sit down at the table and write 
together. He writes very well. He's got a book called " Windy 
Places." We would write and read our work to each other and 
if we heard something we didn't like, we'd say so. 
What turns you off? 
Cliches. Cliches and little poems that are too haughty, too 
sweet. Or the kind of poetry ttrat is ever so meticulous without 
saying anything. For example, in " Winnie," a book of poetry I 
wrote to pay tribute to the accomplishments of Winnie Man-
dela, I could tell you that she felt the same way. 
R poem doesn't do everqthino for qou 
You are supposed to oo on with qour thinkino . 
You are supposed to enrich 
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The walls of the caoe are oone . 
The fo rtress is done and down. 
To be orown up means 
the Bill will be paid bq qou . 
To be orown up means 
qou m oet sick and staq sick . 
Your leos will not love qou . Theq' II fail. 
No icq sidewalks for slidino . 
No orandmother to fix qou bio biscuits . 
No orandfather to sino qou ·nsleep in the Deep ." 
Copyright 1991 by Gwendolyn Brooks Blakely. Used with permission . 
That does begin with a comical note: "The whole chocolate 
cake can be yours" and then the matter of the Bill. But then it 
ends in something rather sober. The main idea is that how you 
were when you were seven , eight or nine, whatever age he is , 
and then the nice little memories of what will be memories-
grandmother fixing biscuits, grandfather singing. 
How does your book of poetry, "Blacks," capture the es-
sence of life of the black person-how does it deal with the 
black experience universally? 
Deal with the black experience universally? Universal was a 
word we learned to hate in the late sixties. Because when 
whites used it, it usually meant that if the subject was about 
blacks then it couldn't be universal-to be universal you had to 
be eminently desired. 
I meant the black experience worldwide-meaning in Afri-
ca, in Europe, in the Caribbean. 
I get letters from people all over the world telling me that I 
have spoken to their concerns. 
Have you ever visited any other countries? 
Not since 1982, but I went to Ghana and Kenya between ' 71 
and '82 . I liked Ghana best, but things have changed so much 
now. The people in Ghana seemed to stand up straighter when 
they walked down the street. They seemed to feel that they 
were very, very important. 
How often do you t ravel the country to give poetry 
readings? 
That's an interesting question, because for the first time in twen-
ty or thirty years, things are rather slow. As a rule, I'm out by 
October I, sometimes staying two or three weeks at a time. I 
visit about fifty places a year; that includes colleges, universi-
ties, elementary schools, high schools, lots of prisons . If there 
is a· prison in the vicinity of a college, an arrangement is often 
made for me to go to that prison . 
How do they receive your work? 
Very well. It's just like a college audience. It's really not strange 
because many of them are writing. 
Have you read any of the inmates' poetry? 
Yes, and not only that, I ' ll have them come up and read it, too . 
And then I'll hold workshops in the prison where they are very 
outspoken. The atmosphere is very charged . I also go to hos-
pitals and churches, and drug rehabilitation centers , you name 
it. But this year, the recession really is a fact of life; the schools 
have trouble getting funds. 
Out of all the awards and honorary doctorate degrees you've 
received, which one has been the most important to you? 
That's easy to answer and I 'm not just making it up. It's the one 
from Columbia College. Because that was not only the first 
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honorary degree, but the first any kind of degree that I've had, 
because I have only an Associates in Arts Degree. In short, I've 
been only through Kennedy-King College which was called 
Woodrow Wilson Junior College when I was graduated in ' 36. 
So that means the most to me, because even though it was 
honorary, it was a full degree. 
What about awards you 've gotten? 
Perhaps the one that means most to me is what we called the 
KUUMBA LIBERATION AWARD. Val Gray Ward , the founder of 
KUUMBA THEATER, got together and organized a beautiful 
tribute to me and it was at the old Afro-Arts Theater on 39th 
street. It was packed full of blacks from all over the country. I ' ll 
never forget it. 
Who are the young poets of today who will probably be-
come the next Gwendolyn Brooks, Langston Hughes, Mar-
garet Walker, or Paul Lawrence Dunbar of tomorrow? 
If they are worth their salt, they don't want to be like any of 
them, including me. There are some very good poets now. 
Angela Jackson, Sterling Plumpp, who lives here in Chicago and 
teaches at the University of Illinois at Chicago, Rita Dove. Au-
drey Royce, who just died, was a very good poet. Oh, there are 
so many, and each one is different from his or her brothers or 
sisters. That's what is right-that we have a variety of voices. 
Are there any other writers you really admire? Fiction or 
nonfiction? 
We really have a talented bunch out there today. You would 
expect me to mention Alice Walker and Toni Morrison. Also , 
Toni Cade Bambara is really one of our most important writers , 
and she is very blackness-oriented , always has been. She has a 
book of stories called " Gorilla , My Love." And , of course, 
there's Haki Mahubuti , Sterling Plumpp-he is fascinated by 
what words can do. 
What direction do you see poetry going in the future-
poetry as a whole? 
There is no such thing as " poetry as a whole." There are many 
poets writing today with different agendas, different ideas about 
what they want the public to take from what they've written . I 
always feel that poets respond to what is happening. You m ight 
see a lot of hopeful poetry, now that we finally have a change 
in leadership in Washington. That doesn't mean that there.are 
any perfect people. But there's a kind of lightness in the air. I, 
myself feel encouraged . I think that good things will happen. 
So, poetry will respond to that, and if things don't turn out to 
be so good, then it will respond to that, too; then you will get 
some more cynical poems such as what you might have read in 
the late Sixties. I 'm thinking right now of black poets, who in 
those years wrote lots of "kill the honky" poems. That's what 
we called them because they were long with obscenities and 
threats and just outright fury. 
If you had not become a poet what do you think you'd be 
doing today? 
Well, making a living. But you see , I always knew that I would 
write, whether it resulted in " success " or not, because I like 
expressing myself. I like putting music on paper, drama on 
paper. 
What do you think you'll be doing in the future? 
Until the day I die , I w ill be writing and traveling . I don't believe 
in retiring. So as long as I have invitations, and can put one foot 
in front of the other, I will be giving readings. I have many plans 
for writing. I won't live long enough to write all of the books I 
want to write. 
Illustrator, Shane Makuh 
Designer: Peggy leugoud 
What is jazz about~ 
Breakfast with Von-Dre 
By Christopher Courington 
We are, in essence, not people at all. 
That's about it, really. 
After I woke up later that morning with 
a simply stunning hangover and a lingering 
sense of disbelief, like the thin paste that 
covers my mouth after a night of codeine 
and gin, I thought seriously of leaving my 
job, quitting school, and holing up some-
where in an unknown apartment on the 
West Side to do some serious drugs, just 
like Sonny Rollins, Miles Davis, and the 
man who inspired this; Von Freeman, once 
did. It would be oh-so-poetic, so cross-
cultural as to smash all other notions with 
its darkness: a white boy falling through 
the socio-economic cracks and experienc-
ing first-hand the psychic free-fall through 
the grand abyss of post-modern segrega-
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tion and aesthetic homogenization. 
Right. I can hear the groans of those for 
whom the bell of the horn tolls. Getting 
lost on three's and bombay-a poor man's 
methadone-and nodding your head in 
some dark, smoky club like a choir of Ti-
betan monks riddled with ecstasy is not 
what jazz is about. 
It was, in fact, one of the most glorious, 
life-affirming nights I have ever spent. But 
the most important thing of all is some-
thing which I cannot remember: exactly 
what it was like to have all the remaining 
social frontiers of the music I love con-
quered, while howling west on 69th Street 
early one Sunday morning after the show, 
with the living god of the Chicago sound, 
traveling around in a black Cadillac with 
John, a senior editor at the Chicago Trib-
une, with me up front and the arms of the 
club owner and Saturday night bartender 
hooked around his arms in the back seat, 
with Mingus in the CD player. 
"Thi~ is the way for Von-ski," he laughed. 
"What if it was this way 150 years ago?" 
What if? Jazz ideally is a color-blind 
music, in which other musicians lay down 
for the one who's improvising. Regardless 
of the driver's skin color, I cannot imagine 
anything being much different over the 
course of the history of how the five of us 
managed to come together in perfect reso-
lution for about four hours. 
Whether you buy into the more storied 
literature or not, a trip west on Division 
Street is like reading the crib notes to the 
Great American Novel that was never 
written-which, when you think about it, 
is the American way to do it. 
Starting at State Street, you pass the 
overrated bars, overpriced restaurants and 
under-luxurious condos, and immediately 
get to an amazing Pakistani restaurant just 
past Wells. Here you can get an all-you-
can-eat deal for a fin. If you're lucky, the 
brawls will stay either in the pool room in 
back or out on the street, people throwing 
each other into double-parked taxi-cabs. 
Past that you will drive through the newly 
painted-over Cabrini-Green housing pro-
jects, still buzzing from a recent facial and 
deep-cleansing by Richard, the city's finest 
urban make-over specialist. No, you don't 
have to floor the accelerator. People hate 
nothing more than to be objects of judg-
ment and fear. Just look and listen. 
If they've fixed the bridge past Halsted, 
go through the south end of the Goose 
Island district around Hooker and Cherry 
streets, and if they've fixed the bridge at 
Elston-where perhaps they are letting the 
rock fossilize naturally before they finish 
the job-there's the Chicago Fish House at 
the Kennedy Expressway. Everything you 
could possibly want for a great gumbo can 
be found here, things you can't get any-
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where else north of Memphis. So far, I've 
covered about a mile-and-a-half. Your per 
capita income has dropped clear through 
to China and is floating slowly by some 
time-honored geological drift back up, be-
low the equator. And this, as I'm sure Mike 
Royko and Studs Terkel would agree, is 
where things get interesting. 
As you approach the Division/Milwau-
kee/ Ashland area, the Manufacturers Bank 
greets you with its omnipotence, so stoic 
and Sphinx-like that we can slink by-
sometimes with huddled shoulders and 
hands in pockets, sometimes with high 
heels and brown breasts barely con-
cealed- with false notions of equilibrium 
and escape.dancing and smashing together 
like boom boxes and conga drums. The 
time is 7:30, the temperature is 58 degrees 
Fahrenheit, 14 degrees ce~tigrade. The sil-
ly blinking lights of the signs for the Mex-
ican restaurants eclipse the wooden sign 
for Kruczynka, a Polish restaurant which 
serves heavy, traditional food, no bigger 
than the room you're sitting in now. All of 
it makes only the smallest pitter-patter 
against the solemnity of Wendy's and Piz-
za Hut, all glowing in monotony. 
Mowimy po polsku? Co? No. I no want 
beeg classic. 
You leave your sense of time and space. 
That's the best thing about great jazz, and 
an added bonus of hearing it on West Di-
vision Street. Owner Kate Smith, who 
comes from a one-schoolhouse town called 
Canoe Creek, Pennsylvania, still has neon 
dreams blinking in aquamarine, swimming 
like African and Mexican children in a 
drizzle-soaked street that has no shortage 
of new souls to hammer into the soil. The 
other bars ring with the sleepy discordance 
of innocence as the sun sets, guitars tune, 
and the germane alcoholic haze all con-
verge in odd compatriotism with the Bop 
Shop, which has a lone friend in which to 
confide-the euphoric noise of the all-
knowing history of jazz, where, in essence, 
we are not people at all. 
The fact that Von Freeman, who just 
celebrated his 70th birthday with a feature 
in the Tribune entitled "Say Hello to a 
Legend," is around to play in this unlikely 
smear of uniquely American elements is 
cause for celebration in itself. 
Unfortunately, this gentlemanly ge-
nius-or for that matter, most of the folks 
in and around the bar-was not immune 
to some of the stereotypes that most folks 
associate with jazz-depression, both eco-
nomic and psychological, drugs, and strug-
gles which all folks go through, but whose 
negative attributes have been thrust onto 
non-Anglo-Saxon culture, and onto jazz in 
particular. When listening to Von play, his 
blues become an all-around sonic meta-
phor for life itself. 
Along the street, littered with copies of 
La Raza newspaper, beer cans and gum 
wrappers in various stages of decay, there 
are gaping holes in the line of facades, like 
the face of a boxer who has, through a need 
to preserve his identity, taken a few too 
many punches to the head. In these fright-
ening, surreal lots, fires occasionally burn 
at odd hours, and if your timing's just 
right, you can discover pipes, needles, vials 
and other necessary equipment. 
Up above the bar is a boarding house 
also pwned by Kate, where among the mul-
ti-racial cliques of despair in the neighbor-
hood live Isaac and Kim, parents of two 
•children, who live in one room upstairs. 
Isaac works for Kate, doing the manual 
dirty work, and Kate manages to pay him, 
doing the financial dirty work that keeps a 
jazz bar in a ghetto in America in the 
nineties open seven nights and five after-
noons a week. This in an area which is 
archetypal of social distortion, of odd 
cohesion in a world of const&nt and dizzy-
ing change. Even in the do-it-yourself ide-
alism of the nineties of Kate Smith, some 
economic realities do not change, some 
consequences still challenge our sobriety as 
social creatures. Why pound the ironies 
into the ground? Why associate them with 
jazz? All I have to do is look at my father 
to dispel whatever erroneous notions I had 
about the music. 
Langston Hughes wrote in his "Montage 
of a Dream Deferred": "Trilling the treble/ 
And twinning the bass/Into midnight ruf-
fles/Of cat-gut lace." Von Freeman entered 
the bar, as Kate said, right at ten. Usually 
on a Saturday night the band starts 
promptly at ten, but whenever Von makes 
an appearance anywhere, the Greenwich 
mean time suddenly goes into a cosmolog-
ical funk; into something called V.S.T., or 
Von Standard Time. Setting his axe down 
carefully on stage like rocking a child to 
sleep for a nap, he sets himself up at the 
far end of the bar for a drink. He holds 
court, methodically, gracefully enjoying the 
atmosphere, knowing full well how in con-
trol he is of the immediate environment as 
a southern courtier would were he invited 
to a more open, less refined atmosphere 
among the harsh realism of large Thelon-
ious Monk and Sonny Rollins portraits, 
the informality of the crowd, and the police 
cars and ambulances that speed by at odd 
intervals (there are two hospitals just west 
and a police station just east of the club). 
The hundred or so folks who follow him 
around from gig to gig actually wonder if 
he will, as he has ten thousand times pre-
viously, make them wait an extra half-hour 
for the show to start. Bourbon, please, my 
little darling, and don't kill me with it. 
Langston Hughes wrote in his "Montage 
of a Dream Deferred:" "Trilling the treble/ 
And twinning the bass/Into midnight ruf-
fles/Of cat-gut lace!' Von Freeman entered 
the bar, as Kate said, right at ten. Usually 
on a Saturday night the band starts 
promptly at ten, but whenever Von makes 
an appearance anywhere, the Greenwich 
mean time suddenly goes into a cosmolog-
ical funk; into something called V.S.T., or 
Von Standard Time. Setting his axe down 
carefully on stage like rocking a child to 
sleep for a nap, he sets himself up at the 
far end of the bar for a drink. He holds 
court, methodically, gracefully enjoying the 
atmosphere, knowing full well how in con-
trol he is of the immediate environment as 
a southern courtier would were he invited 
to a more open, less refined atmosphere 
among the harsh realism of large Thelon-
ious Monk and Sonny Rollins portraits, 
the informality of the crowd, and the police 
cars and ambulances that speed by at odd 
intervals (there are two hospitals just west 
and a police station just east of the club). 
The hundred or so folks who follow him 
around from gig to gig actually wonder if 
he will, as he has ten thousand times pre-
viously, make them wait an extra half-hour 
for the show to start. Bourbon, please, my 
little darling, and don't kill me with it. 
"Oh, Gracie, you know my little darling, 
when are you and I going to settle down 
together. I keep waiting and you never stop 
by to see me." 
"Oh, you know me Von, I'm just a poor 
white trash gal who couldn't handle you 
when it came right down to it. It's all just 
part of the persona. Hey, I just listen to 
Garth Brooks tapes and drink Bushmill's, 
ya know babe?" 
"No sweetie you don't know where Von-
ski's comin' from. I just want to settle down 
and live the rest of my life while my son 
Chico plays the avant-garde and my brother 
George keeps the faith. Can't you see the 
way I hide behind my blinders that there is 
much to be said for the regenerative power 
of just a small taste of what this life has to 
offer, one that lasts for seventy years or so, 
while everything outside just moves faster 
and faster in place and in the meantime on 
the inside I'm becoming more and more 
amazed at what a truly good human being I 
am. It's just me having fun." 
"That's right, Uncle Vonski, you are a 
gem." 
"So what do you say? Hi Kate!" 
Kate walked into the bar to survey the 
crowd, which, to her dismay, is drinking 
mostly Coke or cheap beer. Who says all 
"jazz people" are drunk or stoned? 
"So Gracie, did you say yes this time or 
what?" she laughed. "Von's got a big ole 
smile on his face." 
"Uh, you know. He was just trying to 
convince me that, uh, I should like. marry 
him. Like he does every time he plays here, 
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and I'm sure just like the same way he 
plays with every woman bartender that 
treats him well, even in Paris. It's all the 
persona." 
However, there is nothing artificial or 
unsure when Von hits the stage at around 
ten-thirtyish. There is that old joke, when 
a hipster walks into a Harlem club and 
casually asks, "How late's the drummer 
playin'?" The doorman says, "Oh, 'bout a 
half-a-beat behind." That same kind of 
archetypal hip atmosphere, where every-
thing good is understood, prevails when 
Uncle Von hits the stage. Suddenly all the 
playfulness, even in the showier parts of 
his stage presence, take a distant back seat 
to the fusion of beautiful balladry, furious 
bebop, and honks and squeals that he 
picked up from his son. The darker parts 
in the gentleman on stage, and as the mu-
sic goes on, in all of us present, mesh to-
gether as the styles do, in an only half-
conscious merging of things that don't al-
ways resolve, that don't fit together in clean 
pieces. The unconscious parts are what we 
have in common. 
People usually walk in off the CTA to see 
Von, along with other musicians, but a few 
come in out of their Benzes and BMWs. 
One over-dressed, attractive multi-racial 
couple walked into the bar and heard the 
opening chords to one of Von's signature 
tunes, a blistering blues-inflected version 
of the bebop tune "Lester Leaps In." 
"Who's that on stage?" the black gentle-
man asked. 
"That's Von Freeman," I said. "The liv-
ing God of the Chicago sound." 
"Is there a cover?" 
"Six a head." 
"Hmm. Doesn't sound like my kind of 
jazz. Thanks anyway." 
There is a new jazz joke now, it is called 
BMW syndrome, or B.M.W.S. for short. 
This turns out also to be an acronym for 
Black Men Without Soul. It tends to creep 
up in the strangest places, undoubtedly 
another mutant strain of something 
brought over by Christopher Columbus. Or 
maybe it was Guy Lombardo. 
One of the best things about experienc-
ing Von Freeman live is that he doesn't 
pull any gimmicks with you. Sure, there's 
the showmanship, for which I had to admit 
that I played basketball better than Mi-
chael Jordan in order to receive a piece of 
innocuous memorabilia from his most re-
cent trip to France, but the real present is 
in his horn, and all you have to do is sit 
down and shut up. After the marathon 
two-hour first set-this is your reward for 
the sociological jet-lag you surely encoun-
tered when flying into V.S. T. -you are given 
a half-hour break to decompress. John, my 
man at the Tribune, strolls in at about one 
a.m., just as the band-which includes Brad 
52 CHICAGO ARTS & COMMUNICATION / 1993 
Williams at piano, Dennis Carroll on bass, 
and Mike Raynor on drums-gets ready to . 
see who's serious. 
The first set is more showman-like; the 
second is where Von lets everybody know 
that it is impossible for him to come from 
anywhere else but Chicago. With fat, sweet 
sounds like Gene Ammons stumbling into 
abrupt squeals and Johnny Griffin-like 
runs, just playing the shit out of this 
whimsical tune as if he wasn't sure if even 
he got the humor-why should all this joy 
be in the middle of all this pain? John 
watching like the tomcat of a mellowed 
outfit man who was just making sure that 
all of that history was for real, around 
Huron and Pulaski where he and my father 
grew up forty years ago, where nobody goes 
now, and if all the bullshit about Nelson 
Algren was worth muddling through just 
to have this moment, where goddammit I 
can feel peace about whatever it is I'm 
thinking and why won't the Friday night 
bartender date me even though I know 
why, my embraceable one, and would I just · 
shut up for one moment and listen to Von 
let it fall where it falls, it's not all right, 
and don't expect it to be. Don't be stupid. 
I'm feeling low down and blue 
And my heart's full of sorrow 
Don't hardly know what to do 
Where will I be tomorrow? 
Copyright Atlantic Music Corp. 
Copyright Renewed 1976 Atlantic Music Corp. 
Von wipes his face after the fifteen min-
ute solo. I look at John. You can barely 
hear the bas!' over the trill of the cymbal, 
like a cobra slithering on eggshells, you just 
think it's a further sublimation on the sur-
face, but please don't go away because I 
know that when the night's over, I'm going 
to feel as empty as I usually do after a night 
with Von, always wanting it to go on for-
ever, too immature to let the memory go, 
too afraid to make it my own history. With 
this music you get the feeling that any-
thing is possible, that nothing in this world 
cannot be changed or improved. The world 
is the unfolding mysterion of St. Paul. How 
hard could that be? You can only let it fall 
where it falls as the chords change. Good-
night, my little darlings. Let's have a nice 
hand for Kate and her staff, and we will 
see you soon. 
Just as we were about to lock up, Harvey, 
a local, walked in and insisted that it was 
only five to three. Sensing that he would 
buy the house a round, we let him in and 
he proved us right, lighting up the joint. At 
three-thirty, we decided that Harvey should 
get going because it was getting late-even 
for us- and Von needed a ride home. His 
drummer who usually gets him home had 
to split early. 
"No, Katie is the owner and Katie'll 
decide when it's time to go;' Harvey said, 
as the lights were flicked and parting shots 
downed. 
"Harvey," Von said. 'There is no need to 
be so loud." 
"I'm not being loud, I just want Katie to 
close her own place of business. It's Katie's 
bar, right Katie?" 
"Harvey what is the matter? Relax-" 
"Don't tell me to relax. I just want Katie 
to have her bar." 
"Harvey, can you see that we all need to 
leave? The lights are off. Let's go," I said. 
"No. This is Katie's bar and she says 
when it's time to go. Why do you want to 
go home so early?" 
Kate was watching this from a short dis-
tance, and we looked at each other and cov-
ered our faces in exhaustion and hilarity. 
"Well, I don't care what you all have to 
say about Harvey, but I like him. He's okay 
with me," Von said, clutching his horn 
which he had placed on the bar. 
And with that, Harvey walked out. 
There were five of us-Von, Kate, Trib-
une John, Grace and me. As John went to 
get the Cadillac, Von and Kate engaged in 
a long embrace. Kate clearly adores Von, 
and part of the reason why she opened the 
club is to have people like him play in it. 
We went over to the Seminary on Fullerton 
and Lincoln and saw some girl heave a 
glass of water at a gentleman whom I be-
lieve had offended her honor. In Lincoln 
Park no less, these Division-type things 
can happen. Kate wore her silver fox that 
had the plastic face still attached. As she 
and Von exchanged blinders, somehow the 
face of the fox learned to talk. 
"Look Chris, he's talking to you," Kate 
said. 
"Uh, yeah, where'd you get that damn 
fine t ie from? Perhaps you might want it 
to match your shirt next time," the fox 
said, doing its best Barry White imitation. 
"That 's a good idea," I said. "I'll wrap it 
around your ratty neck for practice." 
"Oh that's not nice," Kate laughed. 
"I don't care what you all have to say 
about Chris's tie," Von said. "I like Chris's 
tie. It's okay by me." 
We made so much noise in our hilarity-
even if I don't drink Cuervo-that people 
started filing out after about a half-hour in 
the joint. I found it extremely necessary to 
take advantage of every opportunity to 
point out the glaring misconduct of these 
fine outstanding denizens-myself includ-
ed-who represented five completely dif-
ferent childhoods, levels of education, cir-
cles of pain, tastes in books, sexual prefer-
ences, levels of musicianship, and all shared 
one ability to throw all that superfluous 
crap away when it came to absorbing the 
fact that we were having a blast, having 
access to a triumphant sense of exquisite 
pleasure that someone who doesn't make a 
steady diet of jazz will never know about. 
As the boorisms of an alcoholic perspec-
tive simmered down to a mellow feeling of 
agape for your neighbor when the food 
came, Vonski simply stated, two or three 
times, that he was happy to be sitting next 
to Kate, the most glorious woman in the 
Western world, and all of you all, my little 
darlings here at this table, make me feel 
happy to be alive, happy enough to admit it. 
We filed out at about four-thirtyish and 
realized that it was a long way to 69th and 
Calumet. Going up Lake Shore Drive, John 
put in "Mingus Ah Um" and I felt the 
warm breath of everyone in the car, coated 
over with the afterglow of the air-condi-
tioner, watching the sun come up over the 
lake, smearing the sky in jagged pastels 
like bebop itself, thinking that I had finally 
gotten myself into the position that I al-
ways wanted: I finally figured out what my 
father gave up when he put his horn down, 
letting the southern part of his life inter-
fere with the gentleman. He finally tired of 
getting blown away by guys with natural 
talent and delicately laid his horn in its 
case. His Arkansas roots suddenly sprang 
up and pushed the veil of assimilation away, 
goodbye flower power, goodbye Pork-Pie 
hat. For just an ounce of that "idealism" 
now ... 
I wasn't in the entourage, I was a / riend 
of a Great Jazz Musician, and I had done 
it with humor and humility, and finally 
achieved acceptance, and there was noth-
ing that anyone could do about it. For a 
few hours, everything was possible. There 
was just the music, and we were in the 
middle of this pulsing, lively universe. He 
was a polar opposite of me, and we were 
just there, coursing a quiet, streamlined 
trail through the South Side, past the now 
middle-class black neighborhoods, through 
the nondescript bungalows of residents 
whose history I no longer had to pretend 
to understand by using a front that no 
longer served a purpose. I remember, Von 
remembers, Tribune John, Kate remem-
bers, and Grace remembers those simple 
little verbal melodies we sang at each other 
trekking through the history of the blues-
inflected music, with lightning-quick riffs 
and all-too-short, but unassailable by any-
one, because we are not people. Jazz tells 
us that we are just facets of one. 
Are you tellin' me you haven't heard the 
Boogie-woogie rumble of a dream de-
ferred? Good mornin' daddy! These are 
just a few of my favorite things. 
Designer, Cindy N. Letwat 
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By Georgine Panko 
The Holy Trinity Russian Or-
thodox Cathedral leaves two 
impressions upon its parish-
ioners and its visitors. 
On one hand, Holy Trinity-
at 1121 N. Leavitt-remains a 
key piece of architecture, es-
pecially religious architecture, 
in Chicago. Designed by Louis 
Sullivan in 1903, Holy Trinity 
was t he only commission 
granted to Sullivan during the 
first decade of the twentieth 
century, due to Sullivan's out-
spoken opinions of the quality 
and di rection that he was 
seeing American architecture 
take. His viewpoint was that 
"architecture should be prac-
ticed as an art and not strictly 
for commercial pursuit." This 
" dry spell" in Sullivan's com-
missions helped to produce a 
special relationship between 
the structure and its creator; 
Sullivan donated almost half 
of his commission to the par-
ish build ing fund so that the 
cathedral's production could 
remain on schedule. Having 
Sullivan find that special con-
nection with both his work and 
the members of the parish 
came from the fact that Sulli-
van had to approach this proj-
ect like no other work he had 
accomplished to that time. 
Holy Trini ty, the project, de-
manded that Sullivan set aside 
most of his outspoken theo-
ries about form and function, 
The cathedral is filled with intri-
cate brushwork, seen in the de-
piction of St. Irene (opposite 
page, left} and the graceful col-
umns (top, right}. Also memora-
ble is the representation of the 
Three Angels of Abraham, Holy 
Trinity's icon (center}. The cathe-
dral was designated a Chicago 
l<;mdmark in 1979. 
Designed to resemble the Russian 
provincial churches familiar to its 
first parishioners, Holy Trinity 
and its rectory continue to be vi-
tal to Chicago 's Russian Ortho-
dox community. 

for a standard list of Orthodox 
speci fications was awaiting 
him w hen he accepted the un-
usual commission. Needless to 
say, this was not the way Sul-
livan usually approached a 
new endeavor; however, the 
strict guidelines followed by 
Sull ivan led many critics to 
conclude that Holy Trinity 
was-and remains-Sullivan's 
best religious work. As Sulli-
van acknowledged Russian 
Orthodox symbolism, he also 
incorporated the latest con-
temporary concepts that were 
appearing in the innovative 
housing designs of Frank 
Lloyd Wright . 
The second aspect of the 
importance of the church 
comes from the hearts of Holy 
Trinity's parishioners. For in-
side its w hite stucco-over-
brick w ails houses a congre-
gation that has a Russian 
Orthodox conversion rate of 
slightly more than 50 percent. 
While the members of Holy 
Trinity are a very diverse 
A member of the congregration 
reads from the Epistle (opposite 
page, left). Parishioners (top, left) 
greet Father Sergei after a mass. 
Father Raman (left, center) serves 
communion to a parishioner. A 
pontifical mass includes Bishop 
Job, Father Hilary, Proto-deacon 
Walsh, Proto-deacon Hubiak and 
His Beatitude, Metropolitan 
Theodosius. Archivist Tom Klocek 
(top, right) prepares for a tour of 
the cathedral. Father Sergei 
{right, center) is an imposing 
presence. Sub-deacon Myron 
{right, bottom) served during 
Holy Week services. 
group, it is not one of separa-
tion. Within a world of multi-
cultural conflict, Holy Trinity 
survives as a multicultural 
achievement-thriving on the 
interaction of all. 
On these pages, take a 
brief tour, encompassing the 
vital points of Holy Trinity 
Cathedral: the architectural 
design of Louis Sullivan, the 
Ponti fical Mass and special 
masses of Lent, to Sunday 
interactions between the 
clergy and the parishioners. 
Sullivan's soaring imagination 
provides the setting for to-
day's believers as they ap-
preciate their differences and 
prize their unifying faith . 
Designer: Amor G. Aggari 
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rising musicians to megastars, JAM 
promotes them all 
By Tom Hallissey 
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Pretend you' re trying to book the Black 
Crowes at the Cabaret Metro. You proba-
bly won't have much luck. How about 
trying the Crowes at the Park West? No 
luck either? At this point, you're thinking 
you would have a better chance booking_ 
them in a parking lot. Don't give up yet. 
You could try an Osmonds reunion at the 
World Music Theatre. Not. 
Frustrated? You're not alone. Most con-
cert promoters trying to get a front-row 
seat in Chicago's concert scene find.them-
selves being ushered to the rear of the 
building. Aside from the Metro, the Park 
West and the World Music Theatre in Tin-
ley Park, Jam Productions, Ltd ., consis-
tently books top talent and rising stars at 
the Vic Theatre, Soldier Field , The Aragon 
. Ballroom and the Rosemont Horizon. 
Chicago is a big-time concert city. 
Shouldn't there be enough venues to go 
around to book a band? There should be, 
but there aren't . Most of the time when an 
act comes to Chicago, a traffic jam forms 
outside 207 W. Goethe-headquarters of 
Jam Productions. 
Since Jam's inception in 1971, co-foun-
ders Jerry Mickelson and Arny Granat have 
taken the concert promotion industry to 
new heights in Chicago and throughout 
the country. 
In the spring of 1971, Mickelson and 
Granat, both in their early 20s, t ried their 
hand at the concert promotion business by 
taking a creative and risk-taking approach 
to promoting concerts in Chicago. They 
promoted new acts and booked them in 
new or unconventional venues that estab-
lished promoters stayed away from. Thus, 
Jam gained a foothold in Chicago's pro-
motion business. This fresh approach 
served as the foundation on which to grow. 
The band War ushered in the Jam era on 
March 10, 1972, by playing at Alice's Re-
visited , a 400-seat club on Chicago's North 
Side. The small club seemed a safe bet for 
any concert promoter's first show. Book-
ing more acts at smaller venues over the 
next few months would have been the saf-
est move for most promoters in their early 
stages. But not for Jam. 
On Sunday, March 19, 1972, nine days 
after their first show at Alice's Revisited , 
Jam sold out a Savoy Brown and Fleet-
wood Mac twin bill at the 11,000-seat St. 
Paul Auditorium in St. Paul, Minn. Tickets 
were priced at $4.50, considerably lower 
than the $14.50 charged at a Fleetwood 
Mac concert at the Rosemont Horizon in 
the 1980s. 
Co-founder Mickelson credits Jam's 
strong start to good timing and a w inning 
attitude. " Our timing was right . That 
played a large role in our success," said 
Mickelson. " We also had a lot of blind 
ambition." 
Jam spent little time testing the waters 
with smaller shows before diving into 
larger venues like the show in St. Paul. The 
size of the show was not the bottom line 
for Jam, however. This blend of large and 
small venues is an example of the versatil-
ity that allowed Jam to quickly join the 
ranks of established promoters in Chicago. 
In 1976, Mickelson and Granat formed 
Windy City Productions, a vehicle they 
used to move into other states while Jam · 
Productions lay dormant. One of the more 
notable concerts produced by Windy City 
was the "World Series of Rock," which 
featured Lynyrd Skynyrd, Yes, Jeff Beck and 
Peter Frampton. The show was brought to 
Comiskey Park in Chicago. It was the first 
concert performed at Comiskey since a 
group named the Beatles played there 10 
years before. After 18 months with Windy 
City, Mickelson and Granat broke away and 
resumed business as Jam Productions. 
Jam continued using smaller venues for 
rising acts in need of exposure and for 
established acts looking for a more inti-
mate setting with a smaller crowd. Robin 
Williams, Aerosmith , Queen and Dolly 
Parton have all_ performed as up-and-com-
ing or unknown artists in shows promoted 
by Jam. They were also some of the first 
acts to be a part of Jam's artist develop-
ment program. 
The artist development idea deals with 
young or unknown acts performing Jam-
promoted shows early in their careers. As 
the band grows and receives more expo-
sure, it continues to play shows that are 
produced by Jam. This informal bond re-
mains intact until the band decides to book 
its acts through another promoter or until 
Jam decides to no longer book them. 
"Every band begins as a baby band. They 
try to climb the ladder to greater success,'· 
said Mickelson. " Whether it be Billy Joel, 
Aerosmith , Barry Manilow or the Police, 
they all start off at the bottom." Besides 
Billy Joel, Barry Manilow and the Police, 
musicians like Journey, Foreigner and Jacka 
son Browne are also prime examples of 
Jam's artist development programs. They 
have continued to work with Jam through-
out their respective careers. 
One group that is currently a part of the 
artist development program is Material Is-
sue, a rising Chicago band. Material Issue 
played a small, Jam-promoted venue on 
New Year's Eve, 1992. Will that lead to a 
performance at The Rosemont Horizon on 
New Year's, 2002? Only time and record 
sales will tell. " As long as Material Issue 
keeps churning out hits, we will continue 
to work with them," said Mickelson. 
Another example of Jam's efforts to 
strengthen its hold on Chicago's concert 
scene was gaining control of the Riviera 
N ightclub. In 1991, Jam and Joseph Enter-
tainment were engaged in a battle to take 
over the lease of the Riviera. Jam won. 
Jam's aggressive pursuit of the Riviera 
lease halted Joseph Entertainment's ef-
forts to gain a substantial venue in Chica· 
go's concert scene. Joseph had been suc-
cessful the previous year, booking acts at 
Soldier Field and the Rosemont Horizon. 
Acquiring the lease of the Riviera once 
again kept Jam ahead of the competition. 
The tight grip that Jam has on Chicago's 
concert scene did not come easily, and 
Mickelson takes pride in Jam's hard work. 
"We compete aggressively in the busi-
ness. Nothing comes easy. What we do 
requires a lot of sacrifices," Mickelson said. 
Jam promotes a wide variety of artists 
to suit the wide variety of musical tastes 
throughout Chicago. From country to 
heavy metal, from jazz to rap, Jam is will-
ing to book any act that will take care of 
the bottom line: selling tickets. 
" When a group plans on touring in Chi-
cago, agents or managers of the group 
usually contact us about producing the 
show," said Mickelson. " We try to set 
them up with a concert hall that will sup-
port the demand for ticket sales." 
Jam will attempt to set up a group like 
the Rolling Stones at the Horizon, the 
World Music Theatre or Soldier Field , stay-
ing away from smaller venues such as the 
Vic or Metro. If a novice group has the 
ambition of booking Soldier Field, and Jam 
doesn't think the group can sell it out, Jam 
will suggest that the group play a venue 
better suited to its capacity for ticket sales. 
Ticket sales make the music promotion 
world go 'round. 
"We make our money from ticket sales. 
Ninety percent of the time, how a group is 
doing in record sales will correspond to 
how well they sell tickets," said Mickel-
son. There are exceptions, of course. " The 
Grateful Dead, for example, doesn't sell a 
lot of albums. But they can turn around 
and sell out Soldier Field." 
Mickelson credits The Grateful Dead's 
management for the group's success at 
consistently selling out concerts. After a 
string of performances at Soldier Field in 
the summer of 1992, The Grateful Dead's 
management contacted Jam about pro-
moting a tour in the future. This led to 
three more shows at the Rosemont Hori-
zon in March 1993, part of the Dead's 
spring tour. " The Grateful Dead is one of 
the more organized groups on tour," 
Mickelson said. 
Jam's risk-taking approach, which was 
clearly present in the beginning, has not 
diminished over 22 years. Jam continues 
to span the musical spectrum to meet the 
tastes of the concert goer. Sometimes a 
concert may attract some unexpected 
guests. 
At a Jam-promoted concert at the Vic 
Theatre in December 1992, controversial 
rap artist lce-T not only sold out the show, 
but received a visit from several hundred 
uninvited guests. Two hours before the 
show, off-duty police officers from Chica-
go and the surrounding suburbs gathered 
to protest Ice-T's single, " Cop Killer." 
Protesters united outside the Vic to not 
only protest lce-T, but also Time Warner 
Inc., the distributor of the album " Body 
Count" that contained the single. Protes-
ters also took aim at Jam for bringing the 
act to the Vic. 
The dissenters distributed fliers that sin-
gled out Jam Productions and Chicago's 
Mayor Daley as the parties to blame for 
bringing the rapper to town. The flier read: 
"Fellow Officers, Mayor Daley and Jam 
Productions present: COP KILLER. Mayor 
Daley hires Jam Productions to produce all 
City of Chicago special events, Bulls cele-
brations, Clinton rallys, etc. Daley also 
gives Jam exclusive use of Soldier Field for 
concerts like The Grateful Dead, which is 
banned from playing at Poplar Creek, Al-
pine Valley, and Tinley Park. The worst part 
is WE provide the SECURITY, and our 
thanks is COP KILLER. Brought to you by 
Daley and Jam Productions." 
The Fraternal Order of Police did not 
take credit for the creation or distribution 
of the flier. The man distributing the fliers 
said he was passing them out for his friends 
on the police force. 
Dominick Rizzi , a Chicago police officer 
with the Gang Crimes Unit, said, "It's lce-
T who pushed the song. It's Time-Warner 
that pr duced the song. And Jam Produc-
tions b ught lce-T here tonight." 
Rizzi was not the only police officer who 
was perturbed with the act being booked 
in Chicago. Several off-duty Chicago po-
lice officers who regularly staff the concert 
venue refused to work the Vic that night, 
forcing the theater to provide security 
themselves. 
"Anyone who supports lce-T should know 
that there are many people out there who 
are not going to support them," said off-
duty Burbank police officer Bill Donnelly. 
This was not the first time Jam spon-
sored an event featuring lce-T. In 1991, he 
appeared with several other pop stars at 
the Lollapalooza concert at the World Mu-
sic Theatre. 
Jam has also ventured into the arena of 
avant-garde music. In 1989, Jam and the 
Goodman Theatre came together to cre-
ate a new music series that brought acts 
like the Kronos Quartet to a broader audi-
ence. Before Jam entered into the new mu-
sic series, avant-garde music was seen as 
"artsy" with a stagnant audience. Once 
Jam entered the market with WNUA-FM 
as its radio sponsor, the stereotype of 
avant-garde music changed . 
Jam continues to take advantage of op-
portunities for growth. The Jam Corporate 
pedal Events division handles talent and 
including new age music, 
comedy, political figures, sports personal-
ities and orchestras. A production services 
department handles every last detail sur-
rounding a show, including corporate re-
ceptions, laser shows, choreographed 
stage shows and, of course, eliminating 
certain colors of M &. Ms for rock groups. 
Just ask Van Halen, who had all of the 
brown M &. Ms removed. 
Thematic events like black- tie benefits, 
casino parties, costume balls and sports 
camps also fall into Jam's realm. Road 
shows and tours, educational programs 
and corporate game shows can all be 
booked through Jam, too. 
Jam also has its own concert hotline with 
information about who is playing where 
and when, when tickets go on sale and 
how much tickets cost. The Jam/Coca-Cola 
concert hotline is just another innovation 
Jam uses to stay on top of Chicago's con-
cert scene. 
How does Jam fare on the national con-
cert promotion scene? "We are among the 
top three to five," Mickelson said . 
That may sound like a lofty answer, but 
Mickelson has made other estimates that 
have turned out to be right on target. By 
the spring of 1975, Jam had promoted 
more than 125 shows in its first four years. 
That number picked up dramatically over 
the years, and Mickelson said in a 1980 
Chicago Sun-Times article, " One day you'll 
see us doing . . . " He pauses. " .... 800 
... 1,000 shows a year." Not a bad guess. 
Today, Jam Productions produces more 
than 900 concerts and special events each 
year. 
For those still hoping to be concert pro-
moters, wake up. Dream time is over. Re-
turn to reality because most of Chicago's 
concerts are "Brought to you with a little 
help from your friends at Jam .... " 

With the advent of new cable 
networks, television is taking a dif-
ferent tone, reaching out to spe-
cialized audiences. Entire chan-
nels are now dedicated to present-
ing movies, music, science fiction, 
comedy and even cartoons. There 
is something for everyone. No 
longer do networks have to pro-
gram to please everyone, just the 
particular segment of the viewing 
population that they are trying to 
reach. 
Viewers tend to think of televi-
sion in terms of commercial net-
works, PBS and cable. And while 
it may seem unfair to pit PBS, 
which can be a single station in 
many markets, against cable, most 
people still think of cable television 
as a package deal, combining the 
50 or 60 channels they get with 
their cable system into one. 
Viewers may not watch every 
channel, but every channel is 
available to them. In Chicago, the 
market may become even more 
crowded with the addition of 21st 
Century Cable. The group is peti-
tioning the city for a franchise 
license, and if approved, the race 
for viewers will heat up, as they 
offer subscribers a choice of 116 
channels. 
''TV critics will still pay atten-
tion to PBS," said David Klein, edi-
tor of "Electronic Media." "They 
pay minimal attention to 90 per-
cent of the cable networks, so they 
don't know what's on Bravo. Even 
when people watch shows on those 
channels , they don't remember 
where they saw them, and they 
think it was on PBS because it has 
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brand name recognition." 
Along with the competition for 
audience, PBS now has additional 
struggles when it comes to pur-
chasing programs. 
"Our problem with cable is not 
erosion of audience," said Richard 
Bowman, Senior Vice President of 
the Broadcast Center at 
WTTW /Channel 11 in Chicago. 
"Our problem is competing for 
product. Cable has more money 
and can outbid us for movies, dra-
mas, and major products coming 
from overseas, and that's worri-
some, because unless we protect 
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our product sources, we will even-
tually begin to see audience ero-
sion. 
"I think our future lies in pro-
tecting those sources by producing 
our own forms of programming, 
more than ever, both local and 
nationally," Bowman said. 
One example of programming 
for the future is the recent co-pro-
duction deal between WTTW and 
MTV's sister cable station VH-1 
for a music/interview show called 
"Center Stage." The show is fash-
ioned in the style of the MTV hit 
"Unplugged," and will feature the 
talents of Keith Richard, k.d. Lang 
and Lindsay Buckingham. It 
takes the MTV format one step 
further, by combining the music 
with interviews. 
VH-1 provides the financial 
backing and talent, while WTTW 
supplies the production facilities 
and staff. Both stations will be 
sharing the profits and the large 
audience. 
An area where public televi-
sion has the edge over cable is 
local 
programming. Because most cable 
networks broadcast nationally, 
they appeal to a wider, more main-
stream audience. There are more 
than 346 PBS stations nationwide, 
each catering to a specific market. 
Smaller markets allow stations to 
meet the individual needs of each 
community. 
WTTW leads in the area of 
local programming for a local mar-
ket within PBS, producing 12 to 17 
percent of its own programming 
each year. It creates more than 
750 hours of original program-
ming, both locally and nationally, 
a year. The public affairs show 
"Chicago Tonight" amasses 200 
hours alone. 
"Local programming is some-
thing no cable service can provide," 
Bowman said. "We're one of the 
few, if not the only station, that 
has a night ly news program like 
"Chicago Tonight." That show gets 
people right where they live here 
in Chicago. So when the river 
springs a leak, we're here." 
Sun-Times media critic Robert 
Feder agrees. "Local program-
ming is extremely important," he 
noted. "It defines a local station. 
It establishes its identity with the 
community. 
"As good as its local program-
ming is with shows like "Chicago 
Tonight" and "Wild Chicago," I 
wish there were more things hap-
pening. Unfortunately, they have 
this mentality that every show has 
to pay for itself." 
Feder senses a consumer need 
in the area of children's program-
ming. His phone lines are flooded 
with inquiries from viewers when-
ever shows like "Barney & 
Friends" and "Sesame Street" are 
preempted. 
But Bowman disagrees that 
viewers are calling for any one 
type of programming. 
"Viewers don't lead television, 
television leads viewers," he said. 
"Every time we do a survey asking 
people what they want to see, they 
always say more documentaries; 
then when you put on more docu-
mentaries, they don't watch them." 
J ohn Callaway, host of 
"Chicago Tonight," says public 
television should redefine itself 
constantly. He feels the strength 
of public television will remain in 
its core programming of children's 
shows, fine arts coverage and pub-
lic affairs programs. 
Callaway said he'd like to see 
more documentaries. "You start to 
see A & E doing some fine docu-
mentary work. That's good, we 
need more of that. The networks 
have given up on documentaries," 
Callaway said. "Although, they 
have started to shine in the news 
maga zines, where they do 15 
minute pieces instead of an hour-
long piece. That's fine, I under-
stand that ." 
Wh ile it's impossible to 
counter-program everything that 
appears on television, sometimes 
the similarities are too close for 
comfort. 
In November of 1992, PBS ran 
a four-part documentary called 
"The Dinosaurs!," that examined 
the rise and fall of the prehistoric 
creatures. The show premiered on 
a Sunday night opposite a quite 
similar hour-long documentary on 
The Discovery Channel called 
"Dinosau rs." Bowman said he 
doubts that the two shows debut-
ing on the same night was simply 
coincidence. 
"The guy who programs The 
Learning Channel (The Discovery 
Channel a nd The Learning 
Channel are both owned by 
Discovery Communication, Inc.) 
used to program the PBS station 
WHYY in Philadelphia, and that's 
the station that aired the dinosaur 
show," Bowman pointed out. "So 
I'm not sure that there wasn't 
some inside information that 
Discovery took advantage of." 
One month later, ABC aired a 
four-hour documentary called 
"Lincoln," that chronicled the life 
of the 16th president, centering on 
The Civil War. The ABC docu-
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mentary followed in the wake of 
the 12-hour, critically acclaimed 
PBS series, "The Civil War." 
Funding has always plagued 
PBS. The question of government 
subsidized television becomes even 
more complicated when approxi-
mately 60 percent of Americans 
are now paying for cable each 
month. 
Producing television requires 
big money. Network television 
spends millions on program devel-
opment and production each year. 
Public television doesn't have that 
luxury. 
Television was hit hard by the 
recent recession. WTTW lost some 
five percent of its state funding 
last year. That accounted forap-
proxima tely $50,000 dollars , 
according to Bruce Marcus, Senior 
Vice President of Corporate 
Marketing & Communications at 
WTTW. 
Marcus said the biggest chal-
lenge in fundraising is winning 
corporate and foundation sponsor-
ship. "The days of pure philan-
thropic giving are dwindling, espe-
cially for television stations ," 
Marcus said. "Everybody is look-
ing to get their name associated 
with a program one way or anoth-
er, which means it's a more diffi-
cult sale, because people ask for 
things we can't always do because 
of certain guidelines." 
Those guidelines are set by 
the Corporation for Public 
Broadcasting, the umbrella organi-
zation that funds PBS, and PBS 
itself. Under the guidelines, 
underwriters cannot benefit direct-
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ly from the program or sell their 
products directly on it. 
On average, WTIW brings in 
$10 million from underwriting, 
according to Marcus. He said with 
hard economic times and growing 
competition, PBS still offers under-
writers something unique: image. 
Sponsors who come to PBS aren't 
necessarily looking to sell a prod-
uct; what attracts them is the high 
quality image that comes with 
being associated with PBS. 
Public television suffered dur-
ing the Reagan administration. In 
1983, $35 million was cut from the 
CPB budget, according to 
America's Public Television 
Association. The Bush adminis-
tration wasn't quite as tough. 
While there is no guarantee of 
a bright future under the Clinton 
administration, public television 
advocates are hopeful that PBS is 
in no danger. 
''When you have a vice presi-
dent who is talking to sitcom char-
acters, I don' t think that the 
administration grasps the impor-
tance of culture and the arts in 
this country," said Chicago 
Tribune media critic Rick Kogan, 
referring to Vice President Dan 
Quayle's remarks about TV char-
acter Murphy Brown. 
In June of 1992, public televi-
sion survived a close call when an 
all- out battle was fought on the 
floor of the U.S. Senate about 
whether the CPB should be 
refunded. The bill was pulled from 
the floor once when sponsors and 
opponents were unable to reach an 
agreement. CPB came out the big 
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winner, however, receiving not 
only the funds it requested, but 
also a 50 percent increase, in an 
84-11 vote. The bill allocated $310 
million for 1994, $375 million for 
1995 and $425 million for 1996. 
The problem of funding also 
affects the work of independent 
film producers such as Rose 
Economou, who has worked as an 
independent producer for the past 
11 years. Producers count on CPB 
grants and corporate underwriting 
to finance their work. They often 
end up spending more time trying 
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to raise money for their work than 
they do on the actual project. 
"I think independent produc-
ers like me will end up going to 
cable and commercial broadcasting 
to make programs for people who 
already have funding," Economou 
said. 
"We won't make the same 
kinds of shows. We won't make 
big shows for national broadcasts 
to reach a large over-the-air view-
ing public. We will probably target 
specials and programming to 
smaller groups and do them on a 
lower budget," she added. 
Last year's funding debate 
brought with it a call to send pub-
lic 
television into the private sector. 
With shows like "Sesame Street" 
pulling in profits of more than $50 
million in product sales in 1988, 
and the latest hit , "Barney & 
Friends," catching up, some say it's 
hard to justify public government 
support for public television. 
"The challenge is to redefine 
the mission of public television in 
the U.S., since in the current envi-
ronment it no longer seems feasi-
ble to have the public pay for it," 
Feder said. 
The threat of going private 
would affect each public television 
station individually, depending on 
its financial stability. 
"There will always be political 
pressure against public television," 
Callaway says. "I don't think it's 
going to be four angry senators 
who will kill public television. I 
think the real stress comes from 
competition. Where will the pro-
duction dollars go? Will it be 
attractive enough for people to 
want to invest their money in us?" 
Marcus sa id that WTTW 
would have no trouble surviving in 
the private sector. He credited 
WTTW president William 
McCarter for his belief in a strong 
financial base by means of diversi-
fying revenues. "We would be fine. 
We have the least dependence on 
federal and state support of any 
public station I'm aware of," 
Marcus said. 
The bulk of WTTW's funding 
comes from its 200,00 members. 
In 
1992, member support accounted 
for 46 percent of its budget. In 
that 
same year, it received 24 percent 
of its budget from production con-
tracts, 11 percent from federal and 
state gr ants, 10 percent from 
underwriting and 9 percent from 
other sources. 
Other stations, particularly 
those that are set up as state agen-
cies , such as Iowa Public 
Television, would have a much 
harder time. Iowa receives 60 per-
cent of its funding from the state 
and federal government, 30 per-
cent from grants, corporate under-
writing and its 70,000 members 
statewide. 
"WTTW is unique in that 
McCarter realized early that the 
station needed to be self-sufficient 
and wean itself from government 
grants," Feder said. "He knew 
they had to create different rev-
enue streams." 
WTTW was the first public 
television station to institute the 
use of 900 members as a means of 
bring in revenue. The system, in 
which viewers donate $10 through 
an automatic one-time phone 
charge, was first used during the 
premiere of"The Civil War." 
Other methods include renting 
out production studios when they 
are not in use and running sweep-
stakes contests periodically. 
The most successful source of 
revenue remains the on-air station 
pledge drives, held three times 
yearly, that are called "beg-a-
thons" within the business. 
Marcus estimated that the drives 
bring in 90 percent of the stations' 
new members. He said the real 
challenge, however, isn't bringing 
in new members, it's keeping 
them. 
By pledging $40 or more, view-
ers become members, receiving the 
station program guide and a mem-
ber benefit card that gives them 
discounts at local establishments. 
Recently, WTTW began offering an 
alternative to those who choose not 
to or can't afford to become mem-
bers at the usual rate. For a 
pledge of $25, viewers can become 
members and receive the program 
guide but not the benefit card. 
The lower rate has worked well for 
the station. 
Privatization would have a 
major impact on public television, 
says Robert Mulholland, former 
president of NBC Television, who 
is now chairman of the Broadcast 
Department at the Medill School 
of Journalism at Northwestern 
University. 
"It would become more popu-
lar. It would have to be, otherwise 
it would die," he said. "We already 
see sitcoms and dramas now, only 
they come with a British accent so 
we think they are high art. 
"Why should everyone subsi-
dize what clearly attracts a small 
audience? In television terms, 
their a udience is small," 
Mulholland stressed. "If it can't 
stand on its own, than it's not 
meeting the test of the market-
place. Products have to succeed in 
the marketplace, and the pro-
grams are the products." 
The Senate debate also encom-
passed the all too familiar issue of 
program bias, with members from 
the political left and right making 
the case for more objective pro-
gramming. 
In response to the call for fair 
programming, CPB announced an 
"Open to the Public" campaign to 
solicit viewer feedback on pro-
gramming. CPB set up a 1-800 
phone line and a Post Office Box 
that are both currently in opera-
tion. 
WTTW, and other public tele-
vision stations, have a full-time 
customer service department to 
field viewer calls. Bowman said 
the station averages 90,0000 calls 
yearly, in addition to 7,000 letters. 
He pointed out that obtaining 
viewer feedback on the national 
level is new and that it comes 
down to the question of whose bal-
ance do you follow, and how is it 
determined. 
Traditionally, the role of CPB 
has been that of a buffer between 
the government and the PBS sta-
tions. While CPB may hand down 
the money, it doesn't normally get 
involved in editorial control. 
"I worry that through some 
sense of trying to require balance, 
CPB will be gaining a lot of 
authority," Bowman said. "That it 
may cause them to begin to get 
involved in editorial decision-mak-
ing in ways that were never even 
conceived in the past." 
Peter Downey, Senior Vice 
President of Program Business 
Affairs at PBS, feels the mission of 
public television is constantly 
evolving, and that PBS is the 
trendsetter that others follow. 
According to Downey, the 
future of public television may lie 
within the confines of cable televi-
sion. 
One project currently in devel-
opment at PBS is a cable math 
channel that would focus on 
improving skills of math teachers 
via television. 
Another project is a "ready to 
learn" channel geared to 2 to 5-
"We alreaJy tee 
tifeomt anJ 
Jramat now, only 
fLey eome wifL a 
DrifitL aeeenf to 
we fLinL fLey are 
LigL art " 
year- olds and their parents. The 
channel would encompass existing 
PBS children's shows such as 
"Sesame Street" and "Shining 
Time Station," along with informa-
tional programs for parents and 
caregivers. 
"While maintaining our famil-
iar presence, we're beginning to 
develop additional specialized ser-
vices for needy audiences," 
Downey said. 
"With the vast number of 
channels, isn't there something we 
can do to make the benefits of this 
programming more widely felt?" 
Design by Anthony C. Correa 
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By Trevor Curtis 
CHAPTER 
Be all that you can be . 
They say that the only way to get 
your foot in the door is to kick it in. I stood 
in the elevator as it creaked slowly to the 
third floor newsroom of the Waukegan 
News-Sun, wondering what the hell I 
thought I was doing. As the doors slid open 
with agonizing slowness, my favorite po-
lyester suit (the one I save for funerals and 
other painful, solemn occasions) and I 
stepped into the busy world of suburban 
news. 
It was busy, it was chaotic, it was good. 
But it wasn't good enough. That's why I 
was there. 
The News-Sun carried only minimal 
music coverage, and in a world (or at least 
a town) that is deluged with new music, 
the News-Sun's apparent lack of concern 
seemed less than acceptable. 
I sat waiting to see the Features Editor, 
Wendy Fox Weber, for what seemed to be 
an eternity. I read and reread the clips and 
samples I brought from class, knowing that 
I had to knock 'em dead with my dazzling 
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reviews, but I still wondered if I shouldn't 
run screaming while I still had the chance. 
I should have. 
CHAPTER 
I I ll s . 
' t C a D o n 
Actually, I was supposed to call 
them back. Twenty times in one week, 
however, might be pushing it. Hey, it 
worked. I got the job, or at least the glory. 
I'd write the music reviews, they might 
print them, and I would get the prestigious 
(if somewhat overblown) title of "critic" 
without the worldly distraction of a pay-
check. And thus began my thankfully brief 
descent into the bizarre world of north 
suburban music. 
CHAPTER 
Shrn Do\\ n '. Ho\\ can I quote 
vou if \OU keep singing so 
• ~lamned fast'! 
Welcome to the fractal universe 
of what I call metal music. I like to call it 
that because what used to be a monolithic 
form of pounding noise has been endlessly 
divided over the years until it has become 
a musical version of virtual reality- intri-
guing at first, exhilarating while you do it, 
and impossibly fake once you see how it 
works. But hey, it's still around for a rea-
son, right? 
I began my six-month sojourn in the 
Lake County music scene with a study of 
local bands and their music. Speed metal, 
death metal and hardcore metal seemed to 
be most prevalent, but you never know 
what (or who) is hanging out in that hole-
in-the-wall bar down the street. 
The differences between these categories 
are easy. Speed metal came about in the 
pre-video era (for all you kiddies out there 
who have not a clue, that was when the 
only music on TV was either a sitcom 
theme song, or the "Boston Pops' Fourth 
of July All-Star Celebration"), and was 
epitomized by bands such as Slayer and 
Metallica. 
Hardcore is a political crossbreed be-
tween punk and speed metal, which you 
usually lose interest in when you get a 
girlfriend. Death metal is music for horror 
fans on amphetamines. Most of the lyrics 
sound like either two bulls mating or a 
professional wrestler with laryngitis recit-
ing the thesaurus. 
My research on this phenomenon was 
not exactly difficult. It was just my life. I 
had grown up on this stuff, swearing alle-
giance to Anthrax (a speed metal band 
with hardcore's political-type lyrics) at an 
early age. So why shouldn't I get paid to 
hang out and hear the music I love? I knew 
some of the local bands anyway, so who 
better to judge than I? 
Fact 1: Lake County may be 
rather large, but the drinking establish-
ments that will allow a metal band to wait 
tables, much less play, are few and far 
between. 
Fact 2: Everybody thinks they're 
in a band. 
What this little factoid means is that 
those few places that will host a metal 
affair often have six to eight bands on the 
bill. With an average $7 a cover, a buck a 
band seems like a good deal. Warning: this 
is not always true. 
The first show I re.viewed had five bands: 
Jekyl, Malediction, Agamas, Not-us and 
Stygian. It wasn't bad, but reviewing a 
show where the bands sound so much alike 
can be tricky. I developed some fast and 
hard rules that can apply to any metal 
category, and Iflade my job much easier: 
• Generally, if the band couldn't get the 
crowds (their motto: we'll slam to any-
thing) to at least cheer for them, they were 
doomed in my book. 
• If the songs were about more than just 
gore and how unfair life and society are, 
the band got a point not only for originali-
ty, but for bravery as well. 
• If the lead singer had the stage pres-
ence of a rock on lithium, the band could 
forget a decent review from me. 
ic H A p T E R 
Thc·1,,r1 . 1' u r ca I It y or what 
got myself into. 
One of the odder things about 
local metal shows (aside from the bands, 
the atmosphere, management, music ... 
am I rambling?) is the variety of people 
who show up at them. Since there is a 
cultural void in Lake County (once de-
scribed as a "vast cornucopia of nothing-
ness"), every sub-species of every sub-
culture shows up. And we won't even dis-
cuss the complications of the gene pool 
that forms to create the average metal fan. 
The crowd is diverse, but unfortunately, 
there is a lack of racial integration. The 
only African Americans at the first show 
were some skinheads. Some Latinos wan-
dered in by accident. 
Most of the crowd could easily fall into 
the category of "white trash," but even this 
category is subdivided. 
Being a healthy, heterosexual male, the 
first group I notice when I walk into one of 
the shows is that little cluster of what the 
singer for Metallica calls "Ednas." These 
are delightfully Spandex-clad groupie wan-
nabes with typically large hair and lots of 
lipstick. Unfortunately for the rest of us, 
they are almost always accompanied by 
some leather-jacketed guy with a sports 
car emblem somewhere on his body. This 
guy usually suffers patiently-he looks like 
he'd rather be sucking back brews at a 
Cubs' game. He's obviously here because 
she wants to be, although chances are she'll 
spot one of the "cute" guys from the band 
and follow him around, in the vain hope of 
a relationship, leaving the one she came 
with stranded until closing time. 
Most of the crowd, however, consists of 
the stereotypical metal-heads, the subur-
ban teenagers with long hair and hor-
mones. He hasn't learned how to handle 
women yet, but he knows he wants one-
badly. He'll follow the "Edna" following 
the band member. He's usually a middle-
class, or the occasional angst-ridden rich 
kid rebelling against everything. He's 
dressed in ripped jeans, usually faded, and 
wears a T-shirt imprinted with the logo of 
some band he'd "die for." 
I should have been struck with the 
mythical lightning bolt of inspiration at 
this point. Revelation: the crowd is more 
interesting than their common bond-mu-
sic. Sadly, I was blinded by the looming (if 
really only minuscule) glory that reviewing 
metal music would bring me. 
There were the sycophants in the area. 
This didn't really hit me until the night I 
was on my fourth beer and had no money 
left in my pocket. 
That really raised some ethical ques-
tions for me, such as: 
How many beers led to a good review? 
Just kidding, of course, but these pathetic 
people would offer me free tickets (which I 
was getting anyway-I just love perks), so 
I wouldn't write anything nasty about them. 
Guys, who should have given up years ago, 
would try to get me to listen to their tapes, 
in the vain hope that a mention from me 
(me?) would allow them to make some-
thing of their lives. 
CHAPTER 
01 somcth1n° And now f · · . 
completely different . '= 
I was "hired" to review mostly 
noise music, but somehow I wound up at a 
few cultural events. The best of these "(as 
a reading by the Native-American poet, 
Eddie Two Rivers. He was both urbane 
and connected to the spirit of the land. I 
thought it was great and my review reflect-
ed that. It led to a whole new experience-
fan mail. 
This was different than the hate mail I 
generally got, which tended to come from 
disgruntled fans of a band I had crucified 
because it was unbearable. I was stunned 
that someone out there didn't hate me, so 
I asked my esteemed editor if I could re-
view some more poetry and some theater. I 
My reviews usually had a one or two 
week turnaround for the News-Sun, but 
this one vanished. I called the office, think-
ing maybe it had been lost. No one knew. 
After a week or so of phone tag, the editor · 
called me in. The review was not going to 
appear in the News-Sun this week or any 
other. I asked why it had been killed. She 
said that the review was poorly written and 
was about an underground show, which 
had no business in a regular paper (the real 
reason). 
I was disgruntled by her reply and didn't 
write another review for a month. As re-
venge, when I did write a review, I only sat 
through the first band, and left. The edi-
tors didn't even notice. I was once again 
disillusioned. It seemed that I was less a 
reviewer of untroubled taste, and more a 
spoke in the wheel. The film reviewer had 
a head shot next to his column every week, 
while I was informed that my tiny expense 
account had been cut from the budget. So 
did, and also reviewed some non-metal being the average red-blooded American 
bands (I was shocked to learn that there male, I took the only option open to me. I 
were any left in Lake County). It was great quit. 
fun until I started paying attention to what 
was going on around me (invariably a bad 
idea) . I noticed something about the bands 
and performers I was now reviewing. For 
all their cultural elitism and airs, they would 
ultimately engage in the same sycophantic 
tactics as the metal-heads. They tried to 
be a little more subtle about it, but it ru-
ined these events for me. Disillusioned, I 
went back to reviewing almost exclusively 
metal. 
CHAPTER 
The hc!!innin!! of the end. 
L L 
"Gainsay? Who are they?" 
With that seemingly innocent question, 
I pulled the plug on my career at the N ews-
Sun. Gainsay was a band that walked it 
like they talked it. They promoted their 
own shows and performed in obscure 
places. They were serious, they were hot, 
and they were virtually ignored by the 
mainstream. So I reviewed them in a fit of 
what I call justifiably newsworthy concern. 
CHAPTER 
The Sequel. 
Months after my resignation, I 
returned to the News-Sun as a book re-
viewer, older and a little wiser in the ways 
of the journalistic world. I realized that 
part of the problem I had with News-Sun 
had been a deadly combination of a lack of 
preparedness on my part, and little com-
munication with the editor. 
I learned that journalists are still people. 
I learned to be a professional. But hell, I 
haven't paid for a drink or a show in recent 
memory. 
Iver Get A Pol Smashed! 
TAKE THE KEYS . 
CAll A CAB. 
TAKE A STANO .. 
fRlfNOS DON'T lH fRlfNOS DRIVf DRUNK 
!I U.S. Department ol Transportation 
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FIVE YEARS AFTER ITS 
FOUNDING, AN AMBITIOUS 
THEATER COMPANY IS ON 
COURSE TO 'CHANGE, 
CHARGE AND EMPOWER' 
BROUGH THE 
OOKIN LASS 
By Georgine Panko 
The pulsing beat of a drum and a monotone chant introduce 
a look into a Middle Eastern culture that existed more than 
1,000 years ago. The audience is carried back in time. Or is 
it? A realization tantalizes the viewers: The culture portrayed 
isn't so different from theirs. The society depicted resembles 
the one that rages beyond the theater-and within themselves. 
It is this audience's realization of how interesting that culture 
comparison can be that brings the Lookingglass Theatre Com-
pany's mission to life through its extended run of "The Arabian 
Nights" at the Remains Theatre. 
This extended run is not the work of one sensational produc-
tion, but rather an accumulation of five years of hard work and 
dedication (suffering through day-jobs and night rehearsals) 
that makes this Chicago-based theater ensemble stronger than 
ever. Ensemble theatre is not new to Chicago. The work and 
success of Steppenwolf remains a role model for Lookingglass. 
Although Lookingglass does not perform the same type of 
theater as Steppenwolf, it is well aware that it probably wouldn't 
exist today if Steppenwolf hadn 't made the initial experiment. 
" Even though we are not producing the same type of thea-
ter, and do not attract the same type of audience as Steppen-
wolf, we are aided by the fact that they have applied and have 
been successful with the concept of ensemble theater," says 
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Phil Smith, Lookingglass' current artistic director. 
" The idea that we attract a younger generation of theater 
audiences is very appealing. Because, in years to come, these 
younger audiences are going to be the older audiences and 
that, I think, is a very valuable commodity in the '90s." 
Lookingglass began when a group of Northwestern gradu-
ates took their production of "Alice in Wonderland" to Scot-
land's Edinburgh Theatre Festival during the summer of 1988. 
" Here we were, " remembers Andy White, one of Looking-
glass' founding members, "seven people, who, six months 
before, had nothing. Each of us had individually gotten our-
selves to Scotland and now we were performing 'Alice' in a 
theater· festiva I.'' 
It was after the seven actors were back in the states that 
questions of forming a legitimate, not-for.-profit, theater com-
pany began to circulate. " We all began to think 'How did we 
do this?' and 'If we can do this. What else can we do?'" says 
White. 
The answers began with an experiment appropriately named 
" The Edge of the Lookingglass," at 62 E. 13th St., in January, 
1989. What was once an empty black box of a building even-
tually became a combination sound design studio, theater, and 
nightclub. The Lookingglass ensemble built it from the ground 
up. Some of the cast were building the theater during the day, 
others worked day jobs, and all were rehearsing at night While 
the entire experience makes for great stories over holiday din-
ners, rt was never a practical endeavor. 
"None of us had ever built a theater before," says White, 
laughing. "David Kersnar, (a founding member who is current-
ly in Los Angeles working as a re-occurring cast member on 
' 'L.A. Law") while attending Northwestern, had taken a couple 
of lighting design classes and now he was designing this light-
ing system. We were putting cables through conduits at ridi-
culous hours of the day and night, all with the idea of perform-
ing a show, tearing down the chairs, and resetting the stage so 
a band could play. Basically, turning the entire theater into a 
nightclub that wouldn't close until three or four in ,he morning. 
" While David was up on a ladder, pulling gels and refocusing 
the lights, the rest of us were setti the club and leamir11g how 
to tend bar. There was more con ict about the space tharl was 
healthy so we pulled out all we had invested and left in Novem-
oer of 1988. '' 
The end to this six-month experiment meant more1han just 
pulling out conduits and cables. It meant pulling up all the roots 
this young company had planted and starting over. By Janu-
ary, 1989, however, the company began rehearsals for The 
Odyssey. 
Although "The Odyssey" has an epic reputation as the en-
semble's first critically acclaimed show (receiving four Jeff 
Citat,ons, including Best Director), it was a great obstacle that 
riow represents the Company's s rength. 
" During the rfth week of the eight-wee~ production," Smitn 
says, "any ensemble would hope to have created a following. 
And here was a twelve-member cast, performing a four-anij-a-
half hour show. for something like four peopl~. Even though 
the show is now hailed as one oi our first great riiumphs, we 
all know that at one time we could hear the individual claps of 
that four-member audience." 
In times like these, dedica ion to the company and to the 
r, ission of "c·reating an expression of communication that will 
change, charge, and empower" its audience, has kept the 
Lookingglass col)'lmitment strong. It makes for a well-nurtured 
product combining visual and circus arts, music and gymnas-
tics, with traditional thea er arts. 
l hat product had its origins within Northwestern's Depart-
ment of Performance Studies. It provide:J an environment in 
which they could create and appreciate alternate forms of 
expression, in addition to the traditional drama oi Ibsen, Chek-
hov and Shaw. Although the ensemble's members are gradu-
ates oi Northwestern's theater school, it is the catalyst which 
brought this group together. 
"Fear (of unemployment) basically, has kept everyone to-
gether. Northwestern allowed the actors to branch out in theiri 
era~ It taught us that we are not just actors but artists as 
well," Smith says. 
Like the looking glass in Lewis Carroll's imagination, this 
group of artists seeks to create a "highly stylized distortion of 
reality," with hopes that their audience will interpret what they 
see on the stage within the reality outside the theater doors. 
As with their surreal adaptation of Upton Sinclair's "The 
Jungle" (SIX Jeff Citations, including Best Production and Best 
Director), the Lookmggtass ensemble tried to reflect our pres-
ent society through the mirror of the past. 
"One point was," explains White, "that, hopefully, after our 
audience saw the homeless on stage, they would see the 
homeless as they were, on the way home." 
If the audience leaves the theater charged with an electricity 
that empowers them to make a change-whether that means 
changing their current relations ips, or their personal view of 
society (even 1f it's only one person) then Lookingglass has 
succeeded. Soch a goal se an extremely igh standard for 
each Lookingglass productio,n. 
"This is a company," ex.plains Smith " hat shelters a lot of 
~ifferent visions under t~ same um rel a of our greater mis-
sion statement." Twice a year the company gets away for a 
two- or three·day " visionary meeting" to completely immerse 
themselves in Lookingglass. It's up to the directors to use those 
concepts and apply them to the productions for the next half-
year, until the ne t retreat. Tha has been o e of the problems 
that Lookingglass has just begun to overcome; all of the ensem-
ble members have day jobs. hat means the director, a istic 
director and managing dir or are squeezing a ful -time Job 
into two days a week. Currenty, no one in aoy position can 
focus on a long term plan; they are oo bus trying to put out 
the fires that ignite daily. 
The company is gradually wonking on growth to ensure that 
their future is no bnger dictated by external pressures: Until 
the recent addition of a full-ti~ administrative director (pro-
vi ed by-a generous grant from the Joyce Foundation), all the 
responslbiliti of runnir:ig the business aspect of the company 
were handled by members of the ensemble. It was one of the 
greatest challenges that Lookingglass has overcome. 
"lrhe people were chosen for their artistic excitement and 
direction, not because they appened to SEOre inihe 700s on 
the math SATs," Smith says. Because the actor's job entails 
more than going out on s age and reading lines, no one takes 
his/her scenes on stage for granted. However, the down side 
of the offstage responsibilities, designing programs, canvas· 
sing, fund-raising, putting together he fall benefit is that, if 
inspected ctosel , the faults can be seen. 
"We are all getting older. In another five years, we will either 
be in, or close to, our thirties, and we won't be capable of 
doing theater for free anymore. To be a good actor you have 
to invest ypursetf in life. When you work all day at a nine-to-
five job, and then come in to rehearse from seven to eleven, 
that doesn t provide the greatest environment for personal lives 
to flourish,'' Smith days. 
Through the financial support of Chicago-based organiza-
tions inclu ing the Elizabeth F. Cheney Foundation, the Sara 
Lee Foundation, the John D. and Catherine T. MacArthur 
Foundation, Lookinggtass has survived. Yet it is beginning to 
realize that its artistic and managing directors are quickly out-
growing their one-or two-day-a-week schedules. They need 
more time and more money (each gets a weekly salary of $50) 
to fulfill their obligations. 
"It's a full-time job and assuming that it is a one-day-a-week 
job is insane. No one is going to want these jobs because what 
'artistic director' will mean is someone who is taking a lot of 
heat for things they did not do. The same goes for our artists. 
We are going to have to start paying them for the work that 
they do, or they won't be able to do it anymore," Smith says. 
Working hard at keeping lines oi communication open, deal-
ing with ensemble members daily, not only as actors, but as 
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The Lookingglass Theater Company: Back row-Phil Smith, Larry DiStasi, David 
Catlin, Temple Williams, Thom Cox. Middle row-Andy White, John Musial, Laura 
business partners, has become the most valuable challenge to 
all Lookingglass members. 
"We are striving to make everyone-from our audience 
members to our funding corporations see us as a business and 
not just a bunch of actors putting on school plays," Smith 
says. " Everyone needs to realize that when you give or receive 
heat, that it's not a personal attack. It's just that these things 
need to be done, and whoever is giving heat is justtrying to· 
make the organization tighter.'' 
Through the continued support of the Chicago arts commu-
nity, the dream of one day being able to support everyone 
through the company is not an impossible one. But finding its 
own space, and keeping the company based in Chicago are 
still top priorities. 
Part of the Lookingglass appeal is its readiness to experiment 
and the Chicago theatre community welcomes such an ideal. 
" Chicago is an amazingly cultural city. People here go out in 
February, and on Thursday and Sunday nights, to go to the 
theater, when they could just stay home and watch the VCR, 
Eason, Christine Dunford, David Kersnar, Heidi Stillman. Front row-Angela 
Goodrich, Kate Churchill, Mary Zimmerman. Not Pictured-David Schwimmer, Joy 
Gregory, Evie Barr and Elizabeth Kairys. 
which is a hell of a lot easier, and you don 't have to worry 
about parking," White says. 
"If you take a risk," Smith adds, " and it's not necessarily 
successful, you and your company are not completely, finan-
cially devastated. The artistic community here is very support-
ive of experimentation and if we hope to continue to do this 
type of theater, Chicago is definitely the place to do it in." 
"There's something about being the Second City," White 
says, "that chip-on-the-shoulder mentality. I mean New York 
is so jaded and Los Angeles is so cynical , that the openness 
and readiness of Chicago audiences is a really fresh edge for a 
new theater company.' ' 
This playground of experimentation is now stable enough to 
move out of the category of " new" and into the category of 
"growing. " Lookingglass is an attractive company for new 
artists to join, and for current ensemble members to flourish. 
"That's why we are still involved after five years of battling 
and celebrating. It's a very worthwhile place for an artist," 
Smith says. 
Designer: Cindy N. Letwat 
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three artisans 
create in an old 
and noble tradition 
By Carrie Napoleon 
Even as we approach the 21st century, artisans continue to journey 
back in time to make art of articles once made for practical use. Known 
only to a small group of connoisseurs, a few Chicago-based craftsmen 
peddle their wares in small storefronts and at renaissance fairs. Their 
creations, once necessities, are now luxuries for loyal patrons. 
I discovered four such artisans-a young couple that makes chain 
mail, a blacksmith armorer, and a stained glass craftsman-and 
discussed their creations and the applications and appreciation their 
respective works receive in our time. 
Steel gates protect the display window at the Glass Art and Deco-
rative Studio storefront located at 4507 N. Lincoln, Chicago, IL. Here 
John Boesze, an 81-year-old Hungarian immigrant practices his trade. 
Highly respected as a painter in his homeland, and trained in the art 
of stained glass making, Boesze came to America in November, 1951. 
His speech is heavy with his native accent. It is evident that the transi-
tion to the new world was never easy for him. 
Unassuming and quiet, Boesze is more than happy to share the 
experiences of his life with any interested customer who arrives at 
his shop. 
Windows that were created to illuminate the vast cathedrals of 
Europe are recreated in spirit in Boesze's storefront. The work of a 
lifetime is saved on rolled-up sketch paper in his modest shop. 
Displayed in the front of the shop are examples of work that has 
spanned three decades. These include small window hangings, de-
tailed lampshades and the creme de la creme, a three by five foot 
copy of an Asher peasant painting recreated from 216 intricately 
fitted pieces of stained glass. 
" I don't stop," said Boesze, "I am a workaholic. I'm all the time 
working, working." The proof lies around him. Almost every piece he 
has ever created is retained in sketch form somewhere in his shop. 
Binders line a sma ll shelf, each containing sketches and photos of 
past creations. A section of one of the books is devoted to the 1956 
Hungarian Relief Day. " This is my design," said Boesze, referri ng to 
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the drawing on the tag people received for their donations. He was 
commissioned by the city of Chicago to create the design for the 
fundraiser, a part of his past he is particularly proud of. 
Windows are represented on paper ranging from note-card size to 
life size, and rolled and stored in cubicles. Each stage of production 
is saved for future reference. Color choice and design styles such as 
gothic or modern, are noted for every project. At the mere mention of 
a work, Boesze can go to the exact spot to retrieve a remnant of his 
past that is relevant to the current discussion, and proudly show it. 
His work can be seen throughout Chicagoland. Boesze designed 
and crafted all the windows for the Glencoe Union Church in Glencoe 
and the Regency Inn Banquet Hall, as well as many other churches 
in the area. His list of local credits is extensive. Although he has 
always worked in Chicago, in the same storefront for 28 years, his 
work can be found across the country. A map of the United States, 
with a pushpin in each city his work has been sent to, adorns a wall 
in the corner of his shop. 
He explained that each piece is custom-made. The creation pro-
cess begins with the customer explaining what he would like to see. 
From there Boesze presents what he envisions in sketch form. The 
drawing can change many times before customer and artist agree 
on the best possible design. He has fashioned windows ranging from 
a personally designed coat of arms to an ascending space shuttle. 
" See, something I make for a restaurant, " he said as he pulled 
out another drawing, " Pizza, chianti, beer, a screwdriver." 
Boesze uses only the finest material for his. windows and lamp-
shades. " This is all imported glass, " he said. "You see, it looks like 
si lk." He gets the glass from Germany, France and Italy through an 
importer in New York. The thicker glass is fashioned by chipping 
pieces with a pick and a wedge into the desired shape. The pieces 
are then fitted together with mortar. Light illuminates a finished 
window with a brilliance cut glass cannot match. Flat glass is cut by 
saw into the shape of the sketched pattern. The pieces are then 
fitted together with melted lead, producing a more traditional type 
of window or lampshade. No two pieces of glass can be cut the same 
way, so each work is unique. The Tiffany-style chandelier he created 
for the Regency Inn Banquet Hall contains 20,000 pieces of glass. 
It was so large he had to stand in the center of it to put it together. 
In the last couple of years the demand to design church windows 
has declined. "I do more private residences and restaurants now." 
Boesze is sure of what he creates. He says he is not affected by 
modern shops that can produce assembly-line lampshades and win-
dows. "Each work is custom and at a fair price," he said. " I tell each 
customer, if you do not like it, look somewhere else. They come 
back to me. " 
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II 
Connie Gilbert and Mead Simon bring a taste of medieval Europe to 
the Chicago area with their shop, Chained Lynx. Gilbert is a self-
taught jewelry craftsman who specializes in chain mail work. She 
has taught her husband the craft and together they create clothing 
and jewelry that can transport the wearer into a different period of 
time. 
Gilbert claims chain mail has been used in fashion design but is 
never really noticed for what it is. Paco Rabanne used the technique 
to create dresses and handbags in the '60s, Cher wears skirts of 
chain mail in her videos and Chanel designers adorn elegant black 
gowns with jeweled chain mail neck pieces. Gilbert's work is similar 
in concept but unique in design. 
As we talked , she was busy knitting rings of steel into a band that 
would become a bracelet. It was second nature to her. A process 
that was hard to follow with the eye. Needle-nose pliers and tiny 
rings, these particular ones less than a quarter inch in diameter, 
were her only tools. She explained that the process used in ornamen-
tal chain mail making is almost the same as that used by the crafts-
men for the knights of medieval times. 
According to Gilbert, how good your chain mail was, depended on 
how rich you were. " If you had enough money, your apprentice would 
make the rings, flatten the ends, overlap them and drill them." After 
that, the master would weave the rings together and rivet each one. 
"For jewelry purposes, as long as the rings don 't open up, it is 
enough, " said Simon. The finished product is very strong. Depend-
ing on the type of metal the rings are made of, unriveted chain mail 
would really have to be worked at for a while to be pulled apart. 
Titanium is the strongest metal they use and the hardest to work 
with. A three-by-six-inch piece of titanium chain mail would take 
roughly eight hours to weave, while a similar piece of a weaker metal 
would only take one to two hours. 
When she first started experimenting with chain mail, Gilbert made 
her own rings using wire and a dowel rod. The materials are bought as 
rings now. Nickel-plated brass, brass, sterling, gold-filled, titanium and 
copper create different weave patterns and colors. "Now," she said, 
" anything vaguely round with a hole in it is not safe from our preda-
tion." She had recently begun experimenting with industrial washers. 
Chained Lynx is a mystical looking shop featuring chain mail work 
and other pieces of fantasy and science fiction art they show for 
artisan friends. The shop has been located at 1304 Chicago Avenue, 
Evanston, for a little more than a year. It is open year-round and is 
manned by friends while Gilbert & Simon are at the Bristol Renais-
sance Fair in Bristol, Wisconsin. Chained Lynx originated there and 
was turned into a storefront afterward. "This place was the direct 
result of making a show schedule and realizing we were dead in the 
water eight months out of the year," said Gilbert. 
During the summer, both shops are open and go by the same 
name. The fair at Bristol generates additional traffic for their Evans· 
ton shop. "This year we have to start making things for the summer 
season in February," said Simon. Last summer they were caught off 
guard by the number of patrons who came to the shop in Evanston 
wanting to buy items that were displayed at the fair. 
For roughly $250, a customer can purchase a custom-made chain 
mail shirt that weighs about 14 pounds. The making of the shirt will 
entail many hours of painstaking weaving. The finished product will 
bear no resemblance to the pile of rings it is constructed from. 
Some of their most popular items are their slave bracelets. Gilbert 
said these are also cal led wedding bracelets and hand flowers. Simon 
believes they originated with the slave trade. 
"It used to be a slave had a ring bound to his finger and a bracelet 
on his wrist. These were bound together by a connector bearing the 
symbol of the house the slave belonged to. It could not be removed." 
Now the bracelets are woven with intricate pattern work and beading. 
Gi lbert says she isn 't influenced by artisans from any particular 
time or place. "Somebody came in one day and asked, 'So where 
do you get your inspiration from, Africa , Egypt, the Middle East?' I 
just looked at them and said, 'Yes."' According to her husband, 
Gilbert has an exceptional gift for taking jewelry forms from other 
cultures and recreating them in chain mail. 
The shop sells a wide variety of bracelets and earrings, which are 
created during a process described as an earring orgy (but that's a 
different story), as well as custom designed head pieces, clothing and 
neckwear. The headpieces look like something that would have adorned 
the head of Cleopatra. Though mostly sold for costume and display 
purposes, Gilbert has designed headpieces for entire bridal parties. 
Ill 
Fantasy Forge, 1104 Windemere in Aurora is where John Eaves 
f ires the swords that make him a true blacksmith-armorer. His spe-
cialties are kn ives, swords and armor. His shop is a gypsy-type 
wagon that is pulled by a large truck and houses the tools of his 
trade. Eaves comes from a long line of blacksmiths, both his great-
grandfather and great-uncle were blacksmiths, so his trade is some-
what of a family business. Eaves, now 38, sa id he first picked up a 
hammer when he was about 13 years old. "Growing up poor in 
Kentucky kind of forced me into making instead of purchasing." He 
said he has always been interested in history and has a love of knives 
as well. 
His tools are almost as old as his trade. The anvil and forge he 
uses to create his work date back to the 1860s and most of his 
equipment has been passed down through generations. "My post 
dri ll and post vice could go back farther than the anvil," said Eaves. 
" Some of the other stuff, there is no telling how long it has been 
around." 
Unfortunately Eaves is unable to earn a living from his craft alone. 
In the 20th century, Eaves is a machinist, which he likens to a 
modern-day blacksmith. This doesn't afford him as much time as he 
would like to have to create his art, however. Eaves says time is 
irrelevant to him when he's " blacksmithing." If he could work only 
in his own shop, a clock would never be necessary. "When I work in 
my own shop I' ll start early in the morning somewhere between sun 
up and breakfast, and I' ll work until it's dark, or until I'm cold and 
tired." 
While he is working, Eaves is in his own world. The on ly goal is the 
finished product, which, depending on size and detail, could take 
more than 300 hours to make. " If I want to get really foolish and do 
fancy carved ivory hilts and other miscel laneous do-dads, it becomes 
very time-consuming." 
Eaves' swords are al l hand-crafted. He says he has no personal 
collection of his work. " I keep trying to make things for myself, but 
people keep giving me money for them," he said. "The longest I have 
ever had a piece is two weeks." He generally doesn't make an item 
unless somebody has ordered it and put at least half the money down. 
When someone requests a piece, he will sit down with the custom-
er to get a feel for the person and his interest. He will sketch a few 
ideas for the patron to choose from and then alter them to fit the 
needs or desires of the purchaser. 
Eaves showed a sma ller piece he had just begun working on. Eaves 
explained the small dagger was a Damascus and is made of 48 
layers of steel. The steel is stacked and heated to melting point, 
fluxed with water and hammer-welded. The blade of the sword is 
then given an acid bath to bring out the pattern and coloring. The 
soft steel turns black and the hard steel remains bright and silver. 
After the blade and handle are fitted together, gaps are filled with 
silver solder to make it solid. At that point the blade is hand-filed with 
different grades of sandpaper to a near mirror polish. Then and only 
then is the blade brought into the 20th century and polished on his 
electric polisher to finish it. 
" I am one of the origina l recyclers, " said Eaves. " Everything 
comes from a junkyard." His material source list is almost as original 
as his work. He makes some of his blades from steel coi l springs off 
junk cars. For armor he says he has been known to use car bodies. 
The paint burns off and what is left is a clean piece of steel. As far 
as material for the handles is concerned Eaves said, " I use anything 
from walnut trees that used to grow in my backyard to exotic hard-
woods such as eber wood and bola bola." He also uses ivory in hilt 
making. Rest assured it is not from an elephant. " I use food source 
ivory which is primarily wart hog tusk. " This source of ivory is 
inexpensive and the animal it comes from is not endangered. 
" All the things I put together are just thoughts flying through my 
mind. There is no one source," he said. His clients range from 
doctors to CPAs to military personnel. " I've done custom combat 
knives to throwing axes, you name it. " 
Eaves work can also be found at the Bristol Renaissance Fair at 
his friend 's blacksmith shop, The Celtic Knot Forge. 
Designer: Kenneth Joseph Andreys 
Photographer: Noel Moguigad 
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By Beth Keegan 
Everybody's a comedian. Chicago is swarming with them. They're 
in dozens of theaters in the area. They have their own nightclubs, 
their own neighborhoods, even their own TV shows. The best ones 
make it look so easy to be funny. Were they just born that way? Did 
they sell their souls for a magic potion or pill? Or is there some way 
to learn to be funny? 
A stuffy room on North Wells Street in Chicago holds the answer. 
It looks a little like a classroom. There is a row of computers against 
one wall , and a jumble of office chairs. There 's evl:!n a stack of old-
fashioned lockers. To prepare for the first lesson of the day, teacher 
Don DePollo tells his beginning-level students, "Push those chairs 
out of the way, and try to stay away from the computers; we don 't 
want to knock one over." Twelve students, ranging in age from 18 
to 40-something, leap into the empty half of the room for a rowdy 
game of Question Tag. "The question is, 'How am I going to pay the 
rent this month?' " De Pollo announces. " Ready, go! " 
The students have gathered on this chilly Saturday afternoon to 
learn the secrets of comedy at The Second City Training Center. An 
offshoot of The Second City Theater, Chicago's " temple of satire" 
and ancestral stomping ground for many of this continent's most 
beloved funny people, the training center offers on-going classes in 
improvisation and ensemble acting. In the Conservatory Program, 
the core curriculum at the training center, students move from a 
review of improvisation basics, to working within various dramatic 
styles, and finally create and perform their own Second City-style 
revue, using scripts developed through improvisation. Students are 
expected to bring to the training center at least one year's worth of 
acting classes, so the issue of how to pay the rent should be a 
familiar one by now. 
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"Get a job!" 
"Rob a bank!" 
" Sell some crack!" 
"Sell my body!" 
" Sell Vicky 's body!" 
"Uhh ... " 
DePollo, a short, skinny guy in an oversize Second City t-shirt 
and slacks, jumps into the action. "Don't think. Don 't hesitate, or 
you're out." He claps his hands and the game continues. 
DePollo doesn't hold still for long during the three-hour class. 
He exhorts the class to move, yell, get up there. "My theory is, if I'm 
real frisky and energetic, it will affect the students. Energy is 
contagious." 
The next game is Double Conversation. The person in the middle 
is subjected to non-stop conversation from a classmate on either 
side, and must try to respond to each. Saying ' I don't know' is not 
al lowed. 
" Do you like cats? Why? Why do you like cats? How many cats 
do you have? Why don't you have any dogs?" A soft-spoken young 
girl winds up between a couple of loud-mouth hams drilling her with 
increasing delight. DePollo squats by the side of their chairs. "Keep 
going, louder," he encourages her. "It doesn't have to make sense." 
DePollo guides the class through a series of games designed to 
develop the skills they will need in the real world of improvisation. Or 
is it the unreal world? "It's real basic stuff," DePollo said. " I call it 
boot camp for actors." 
But it's more than that. Through the games, students learn a 
new way of interacting-really watching another person, making 
eye contact, paying attention, and most important, listening and 
agreeing. Where do these mysterious games come from? "Many of 
them go back to Viola Spolin, who's like the mother of improvisa-
tion," said DePollo. "She wrote a book, about yea thick, called 
Improvisation for the Theater. It's like a teacher's manual." Spolin's 
improv bible dates back to the 1930's. Her son, Paul Sills, carried 
on the family tradition when he began The Second City in 1951. Sills 
was the group's original artistic director. 
Students learn a new language to work with the games. " Try to 
get the word 'no' out of your vocabulary," DePollo suggests. " In-
stead, use the phrase 'yes, and . . . ''' He starts a dialogue with 
himself ( one of the on-the-job hazards for those exposed to heavy 
doses of improvisation). 
" This is a lovely office." 
" Yes, and we can meet in here any time we want." 
"Yes, and I'll make some coffee." 
" As opposed to-This is a lovely office.' " 
" No it 's not." DePollo's whole body wilts toward the floor in 
demonstration of a scene meeting an untimely demise. 
For the game, He Said She Said, partners are given a relation-
ship and a situation, and as soon as one persons speaks a line, the 
other supplies him with an action. The object, as always, is to keep 
the story moving. The two guys who had no trouble with Double 
Conversation are paired up as construction workers. One of them 
busies himself hammering invisible nails with an invisible hammer. 
His pa rtner starts to shake and shudder. His legs go rubbery and his 
head jerks back. Is he paAtomiming demonic possession or is hE! 
supposed to be using a jackhammer? "What are you doing?" 
" Tom said as he came over to look at what I was doing. I'm 
cutting the street-" 
" Bill said as he drilled into his own leg." 
"Ow owow-" 
" Bill said as he fell to the ground." 
The game degenerates into puzzled students gesturing half-
heartedly to a pile of discarded pantomime objects. "Keep moving," 
DePollo reminds them. "It's harder to figure out what's going to 
happen next when nothing's going on. Try not to freeze." 
" I can feel myself freezing already," said the next person up. 
"This is too hard," echo several others. 
"Oh, come on," DePollo said. "I could make this a lot harder. 
What if I had you only speaking gibberish?" 
If it's any consolation to his students, once upon a time DePollo 
was in their shoes. When he first encounterea The Second City in 
1973, he was a student at the training center. DePollo, a musician 
in rock and country bands, with a degree in drama from Illinois 
Wesleyan University, was looking for a way to bring comedy into his 
stage act. What he found was a career as a performer, director, 
writer, and teacher with The Second City. 
DePollo was hired directly from the training program to The 
Second City's only touring company at the time, and in only four 
months, won a coveted spot in the resident company. "I was a 90-
day wonder," he said. "Some people spend years in the touring 
company." 
DePollo became a teacher in the same way that most things 
happen at The Second City-spontaneously. " I never thought I'd be 
a teacher. I fell into it accidentally," DePollo admits. Del Close, a 
director and teacher at The Second City at the time, asked DePollo 
to be his substitute. When Close left, DePollo replaced him. "I was 
the only teacher here, period. There was a beginning class on Tues-
day, an intermediate class on Thursday, and an advanced class on 
Saturday, and that was it. I was the training center." 
The Second City has grown from one mainstage and one touring 
company, to three main companies (The Second City, The Second 
City E.T.C., and The Second City Northwest) and three touring 
companies in the Chicago area, with a twin of equal proportions in 
Toronto, Canada. DePollo has been there every step of the way. In 
addition to his work teaching and performing with the resident com-
pany, DePollo founded the E.T.C. theater. He has worked as a 
director for numerous groups, including The Second City touring 
company and The Illegitimate Players, and was the director of The 
Second City theater in Dundee, Ill., for most of its ten years. He was 
also part of the Emmy Award-winning team of writers for the televi-
sion series, "SCTV, " which ran from 1977 to 1983. "I've been with 
other theaters and different venues," said DePollo, "but I've always 
been connected with Second City somehow. I've done just about 
everything at Second City, except play the piano.'' 
The stage is dark. The piano plays the opening bars of a blues 
song. The spotlight comes up, and the members of a Level 2 class 
huddle against the back wall of the stage. It's Performance Day, the 
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end of the 8-week term, time for classes to show their stuff to the 
audience of rowdy training center students. Since scripts are not 
developed and used until Level 3, this class has spent 25 minutes, in 
front of God and everybody, doing games using suggestions from 
the audience. 
"Reify" is a popular buzz word at the training center. It means 
to make something concrete from the abstract, a handy definition 
of improvisation. Well , things have been pretty abstract, so far, with 
this particular class. A group story that was supposed to be about 
marshmallows turned out to be about vampires instead. A game of 
Freeze, where the next scene is suggested by the positions the 
players have been frozen in, had one poor woman bent double for 
so long that she finally complained, " How come I never get to stand 
up?" Understandable, but a little out of character for Igor the 
Hunchback. 
Now they have one last chance to redeem themselves, by sing-
ing a blues song on a theme picked by the audience. The audience 
picks the theme of flat tires. Tire, fire, perspire, expire . .. ? A young 
man comes forward into the spotlight. He's singing, he's rhyming, 
it's working! A woman steps up next, without missing a beat. "He 
said, 'I'm dumping you baby, 'cause you got flat tires.'" The audi-
ence laughs, and now the group can do no wrong. One by one, the 
students sing their verses, and for the final chorus, they form a 
clapping and shimmying line, howling. " Flat tire, ooh baby, flat tire, 
oh yeah." Laughter and applause from the audience, and these kids 
are hooked for life. 
The training center expanded in 1985 when The Second City 
was sold to Andrew Alexander, the Canadian entrepreneur behind 
The Second City, Toronto. A typical schedule these days includes a 
couple of classes per week, a blockbuster Saturday with nine classes 
throughout the day, and four more on Sunday. There are 12 teach-
ers to accommodate the students every term. 
Currently, DePollo teaches the beginning classes. "I like the 
basic levels, because I'm pretty good at getting people over stage 
fright and having fun with it. At the top levels, sometimes people get 
this attitude problem, and there's nothing worse than an actor witn 
an attitude problem when they're still students. " 
Do students learn more with the expanded program? "You can't 
really write this," DePollo said , "but I think they learn just as much 
as they did with me. Now they get a diversity of teachers, which is 
good. But until they made it as it is now, everybody that worked 
here from 1978 to 1985 was my student. I think I did a good job." 
Most ~f the current members of The Second City resident companies 
have been DePollo's students at one time or another. "They're not 
famous yet, but if they're not eventually, I'd be surprised." One of 
DePollo 's favorite former students is Mary Gross, of "Saturday Night 
Live" fame. According to DePollo, Gross battled a near-crippling 
case of stage fright as a student, but I can 't really write that, either. 
Level 1 and Level la classes meet in rooms above the main 
stage, near the administrative offices. Not very glamorous. Levels 2-
5 get to use The Second City and The Second City E.T.C. stages. 
The greats have strode, skipped and crawled across those hallowed 
floorboards-John Candy, Gilda Radner, Dan Aykroyd, Valerie Har-
per. But to advance to Level 2, students must pass an audition. 
Back in DePollo's Saturday class, groups of three or four stu-
dents are presenting their homework, a scene based on an article 
from a supermarket tabloid . The shy girl from the Double Conversa-
tion game, who looked like she was having second thoughts about 
this whole acting thing, has made a breakthrough as an astronaut 
somersaulting on the floor, chasing gravity-free chocolate chip cook-
ies in the space capsule. Now she shines as the star of the clown-
nose girl act. "I just want to be normal!," she sings as she leads her 
friends, the misfit toys, on a journey through the enchanted forest. 
Normal? Can normal people make it in comedy? What kind of 
people take comedy classes anyway? " Half the people that take 
classes here have been drama majors, and some are professionals 
right now who want to learn improv," said DePollo. " The other half 
are from every walk of life you could shake a stick at, many of which 
involve talking or communicating for a living. Teachers, lawyers, 
doctors, garbagemen, TV repairmen. Some are trying to change 
their careers. Others are just having fun." 
The teachers at the training center are almost as diverse a group 
as the students. "I tell my students, as you go through this program, 
you probably won 't get the same teacher twice," DePollo said. " We 
all have different things to show you. No one teacher is absolutely 
right or absolutely wrong. Take something_ from each teacher that 
works for you, and add it to your repertoire." 
In another Level 1 class, 14 men and two women are discussing 
stereotypes and whether they have a legitimate place in improvisa-
tion. This is serious stuff, especially for the most basic class, lmprov 
101, the kindergarten of The Second City Training Center. Their 
large class is packed together in a darkened corner of the room, the 
legs of their folding chairs interlocking like pieces of a puzzle. The 
darkness makes it safer for students to examine and reveal their 
inner selves. Bringing some of that inner self to the public persona 
on stage can be like the bolt of lightning that brings the monster to 
life. 
Michael Gellman, the teacher, prods his initiates to re-think their 
assumptions, re-structure their views of people and the world. Do 
workers always have to be swaggering jerks with tattoos and metal 
lunch boxes? Are all winos kindly old men? " Don 't do stereotypical 
caricature," Gellman said. " Reach deeper into the character to bring 
out a real person underneath the stereotype." 
The class gathers in the lighted part of the room. Gellman in-
structs them to walk around the room, make eye contact. Sixteen 
People are wandering around the room staring at each other. " Look 
at each person, really make contact," Gellman said . " If they're not 
there, keep trying, go deeper." Suddenly, a man lets out a yelp. 
Everyone else stops in their tracks. He lunges through the class, his 
yelps growing in intensity. Another man starts a deep hooting sound, 
and throws his arms from his chest. A woman barks a series of high-
pitched yips as she jumps in place. Something is about to happen. 
But what? 
Now Gellman takes them on a tour through various inner land-
scapes. "You are in a jungle, you're walking in a jungle, he intones. 
" Discover the specifics of the space. What are the smells, sounds, 
feelings." They go from the jungle to a city alley at night, to an old 
abandoned theater, to the bargain basement in a department store. 
" Penetrate the space," Gellman repeats hypnotically. " Explore and 
heighten within." 
At the end of the exercise, Gellman asks, " what is your favorite 
object that you just found, just now?" 
" I found a poster in the abandoned theater," said one student. 
" I found a rare flower in the jungle, " said another. 
" I found a great pair of brown suede heels in the department 
store, " said a third . 
A few students are silent, perhaps not wanting to admit they 
didn't find anything. Gellman turns to one of the silent ones, " Well , 
what did you find?" " Uh, some garbage. I guess that was in the 
alley." 
Back in the anonymity of the darkness, Gellman asks the class, 
"What do you think is your biggest problem in improvising? What is 
the worst thing you do?" Students answer one by one, and Michael 
makes sure to come back to the ones who are still thinking. 
"My worst problem is talking too much," said one woman. 
"Getting stuck on one detail," said someone else. 
"No energy." 
" Taking control." 
"Stepping out of character to interact with the audience. " 
" Hanging back." 
" Going for the joke sometimes, when the scene isn't going any-
where; and you have to go for the joke," said one guy. 
"Don't qualify it," said Gellman. 
"But sometimes you have to go for the joke, if the scene isn't 
going anywhere." 
The student finally gives in, " OK, it's going for the joke." 
"Now that you know what your problem is," said Gellman, " I 
want you to exaggerate it as much as possible." In an open scene 
with three characters on a park bench, Taking Control meets Hang-
ing Back, the perfect match. No Energy takes five minutes to fall off 
the park bench. The scene peaks when Talking Too Much finally 
meets her match, Going For The Joke to win the duel of whining and 
tasteless jokes, but only by climbing up on the chair and yelling 
obscenities. " Think of it this way," said Gellman. " If this is your 
worst problem, and this is the worst you ' ll ever be, it's not that bad. 
Even your worst has some good to it." 
Ask Gellman if comedy can be taught, and he shrugs, " lmprov 
can." 
Whereas DePollo's style has elements of a revival meeting, and 
Gellman's class is 1ike sensitivity training for Andrew Dice Clay clones, 
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teacher Anne Libera prefers to use a practical approach. "I 'm less of 
the cuddly-warm type," she says. " I try to keep everyone on their 
feet as much as possible. I feel that you learn from doing, not just 
talking about it. I'm also more intellectualizing, which is why I'm 
more comfortable with the upper levels." 
Libera teaches three classes at the training center, and is the 
Administrative Director as well. She enjoys teaching Level 3 classes 
the most, when students work on scripts based on various literary 
and film genres and styles of theater. " In Level 3, you're not just 
improvising well , you 're also asking, 'What can we take from this 
moment and how can we add more depth to it?'" Libera said. 
Students take an element of the improvisation and start again in that 
new direction. It is like improvising on the improvisation. The mem-
bers of one of Libera 's classes began with the idea of a politically 
correct theater company, and ended up with a children's theater 
with a pro-life message. 
"Rapunzel, Rapunzel, don 't kill your baby!" 
Rapunzel waddles down from her tower with a pillow stuffed 
under her shirt. " But I don't know if I'm ready for this," she whines. 
"Rapunzel, Rapunzel, let down your long belly and have your 
baby!" 
" But, but . . . " Rapunzel says uncertainly. 
"Because if you don't, Rapunzel, do you know what will happen? 
You will burn forever in the fiery flames of hell!" 
"Oh. Well , OK, " Rapunzel replies brightly. 
Libera teaches a new class at the training center, Acting for 
lmprovisors, the flip side of the training center's Improvisation for 
Actors class. " At one point I was teaching both of those classes back 
to back," says Libera. "It was very confusing." 
What do improvisors know that actors don't? " There are things 
said in a play that you 'd never say in improvisation, because you 
don't have the time to create that kind of subtext, " says Libera . "In 
some ways, we 're teaching them to write a play without writing it. 
What are the things that need to happen moment to moment to keep 
the scene going? Raising the stakes, making things important-if 
you don 't do that, the scene dies." 
The big difference between acting and improvising, of course, is 
that tattered handful of pages called the script. "When you're work-
ing from a script, you 've got something to hold on to," says Libera. 
Without a script, there is always the risk of taking the long plunge to 
the bottom of the canyon like Wyle E. Coyote when he notices he's 
standing on thin air. 
In some respects, improvisation is so simple, only a child can do . 
it. Remember those endless games of house, and war, and Barbies? 
The improvisation games help to recapture the dramatic instincts we 
all once had. _"When you 're improvising, you have to teach yourself 
to play like a child. Play is a huge element of our work," says Libera . 
The games can be used to trick the adult, while the child does what 
comes naturally. " The critical part of your brain, the part that says, 
'Oh, don't do this, stop that, you look dumb,' is focused on the rules 
of the game. You have to train yourself to turn that part of your brain 
off," says Libera. 
Each person's How-I-Came-To-Second-City story has a similar 
theme-a degree in theater, scuffling for work at least in the general 
proximity of a stage, then wandering blindly into The Second City, 
never to return to the outside world again. Libera's story is no 
exception. After graduating from Northwestern University, Libera 
met a teacher from The Second City Training Center who was direct-
ing a show at the Organic Theater, where Libera worked as stage 
manager. A tip from this teacher led to a job in The Second City 's 
box office. Two years later, Libera finally got curious about the 
improv classes and went through the program. She has been Admin-
istrative Director of The Second City Training Center for five years. 
" It 's very much a fami lial atmosphere," says Libera . "Most of 
the people who work here have been here for a very long time. 
People have their friends here, my husband works here, my sister's 
fia nce works here. It's that kind of place." 
Beneath the surface of the happy family, there can be jealousy, 
an overly-competitive spirit, and a not-so-subtle sexism. "It's inter-
esting that in theater, it's predominantly women, " says Libera. It 
works out the opposite in comedy. " When I was in classes, I started 
in a class that was predominantly women. By the time I was in Level 
5, my class was two women and five men.' ' 
" Improvisation is very much about support," says Libera. "Com-
edy is about aggression. Second City over the past 30 years has 
been about male-oriented comedy-more aggressive, more joke, 
joke, joke. So the people who are drawn to it are people who respond 
to it, primarily men. Female-oriented comedy comes from the situa-
tion. I think there is room for more female kind of improvisation, but 
it's not what we do here. 
" Comedic aggression, and comedy as a rule, is a less desirable 
female trait. There 's a point at which boys develoP, a boys' cult in 
comedy, which is less true for girls. As a woman, you have to figure 
it out and work within their rules. It's easy to get intimidated when 
the boys get on their little thing. Improvising with men can be difficult 
because they can unconsciously shut a woman out. It takes a lot of 
strength to come out and say, 'Hey, you 're shutting me out.' I think 
a lot of women feel, ' I don 't need that, I'll do something else.' " 
Same blank stage, same pair of folding chairs. A man and wom-
an enter. Suddenly the space becomes her apartment and the chairs 
are her couch, as they return from their date. He wants a more 
serious relationship, but she is reluctant. 
" I think we need more time to just be friends." 
" But this is our 17th date! Can't we just kiss goodnight?" 
" I don't want to move too fast. Sometimes I get carried away." 
" That's OK." 
" If you want a relationship, then I'm going to want total commit-
ment from you ." 
" Sure, I'm ready." 
" I'm going to want to be with you every minute, and when I 
don' t know where you are, I'm going to break into your house and 
go th rough all your things, and I'm going to get obsessed with all 
your old girlfriends and make threatening phone calls to them, and 
I'm not even going to let you go to work because I want you with me 
and only me all the time!" 
Through all this, he holds her hand and nods encouragingly. 
" Sure, that's OK. " 
" That's OK?" 
" Sure, that's what love is all about. Now can we kiss?" 
" Well , alright, " she says demurely. 
They kiss and then she grips him in a wrestling lock. She stands 
at the edge of the couch, wraps his legs around her waist, carries 
him across the stage, and starts humping him wildly while he's 
pinned against the wall. 
Now she carries him back and dumps him on the couch. "This 
just isn 't working for me, " she says. 
The screams of ecstasy from the audience confirm that the girls 
have successfully infiltrated the boys' club in Level 5 's weekly origi-
nal performance at The Second City E.T.C. 
" Improvisation is very exciting, but it's only a piece of a much 
larger pie of performance, " says Libera. "What I'd like to see is that 
the improvisation starts to inform the acting, and the acting informs 
the improvisation, and that we 're training people who won't neces-
sarily be on our stages, but may be performers in other media. 
Maybe we're training directors, writers, training people to expand 
their creativity." 
"We try to make the training center a place where you can 
experiment and screw up and try again. It can be competitive, be-
cause some people come here with only one thing on their minds, 
and that is to get into the company, to get on 'Saturday Night Live.' 
That's the dream. We try to work on ensemble and support, and to 
make the school supportive of whatever goals students have, " says 
Libera. 
"There are a lot of people who hang out here for a really long 
time," says Libera. " They go through the program, they work serv-
ing tables. They wait and audition, wait and audition, and sometimes 
they do get cast. Sometimes they never do, until finally they say, 
'OK, time to get myself a life.'" 
What a geek! He has on a pre-faded denim outfit with pants to 
his ribs and sleeves to his elbows. His platform heels are four inches 
tall. His hair is glued to his head. He asks the girls to dance, but they 
cruelly reject him. The music gets louder, and the geeky guy decides 
to dance with a chair. They do the twist, the hustle, the tango, to a 
medley of awful disco hits. How can he do the splits in those tight 
pants? This geeky guy is such an incredible dancer that he even has 
the chair leading the dance. "Someday they ' ll see. Someday they'll 
all see. Someday everyone will know who I really am. I' ll be famous 
. and everyone will love me and the whole .world will know that I am 
the greatest. Until then I'm going to dance my heart out because 
that's all I was born to do." 
Finally, when he is drenched in sweat and the chair is in pieces 
on the stage, the girls come back and beg him to dance. He tells 
them to forget it. He already knows he's the best. 
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By Jerry Pott 
"What they do at 10 o'clock, I think 20 or 30 years from now will be 
viewed as laughable," Channel 11 's John Callaway said. " I think we'll 
look at it as a curiosity one of these days. It will be in the broadcast 
museum as a kind of laughable, if not despicable, remnant of the 
early developmental years . . . the first 40 or 50 years of television." 
One of the problems contributing to the downfall, according to for-
mer WGN-TV anchorman Rick Rosenthal , has been a tendency by 
some local stations to trivialize serious news subjects and sensational-
ize important topics. 
"One station sent a fairly prominent reporter into the streets of Chi-
cago in a wheelchair just to see what it was like to be handicapped, " 
Rosenthal said. "This does not add to the sum total of human knowl -
edge. " 
The thin line drawn between news and entertainment is only a small 
part of the changes that are taking place. Corporate attention to the 
bottom line, budget and staff cuts and increased competition have 
virtually put Chicago television news on minimal life-support. 
Early in 1992 the unthinkable finally happened. 
Someone actually suggested it was time to pull the plug, particularly 
on the IO-o'clock news. 
Chicago Tribune TV critic Rick Kogan wrote " The 10 p.m. newscasts, 
once the pride of the network affiliates, have become soft and trivial 
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.. . inconsequential ... filled with abbreviated versions of stories 
aired on the afternoon news ... features and fluff; and, too often for 
comfort, a stream of murders, fires, sex and other notes from the 
police blotter." The viewers, Kogan noted, would be better served by 
abandoning the 10 p.m. news slot to whatever local story or subject 
warranted it-" Nightline" fashion. 
That article and the reaction that followed forced members of Chica-
go TV media out of the woodwork, and into a position where they 
had to either defend their style of news coverage and presentation, 
or side with Kogan and make a change. " I like the concept that was 
presented in [Kogan's] article, where you get to take one particular 
story and do several angles on it, and real ly pick that story apart for a 
good half an hour," said Allison Payne, WGN-TV co-anchor. "Often 
what happens in television news and local news, is that you don 't get 
the whole story in a minute forty-five." 
"The main point that Rick Kogan was making, and that I made in a 
subsequent article for the Chicago Journalist was, that if you really 
stop and think about what you're looking at three-fourths of the time 
at 10 o'clock, it's nothing that many of us would call news," said 
Callaway. 
Rosenthal urged people to keep the artic le in context. "I think that 
[Kogan's] criticism was more directed at the ways in which some 
Chicago television stations do local news," 
Rosenthal said. "Some outlets in this market, 
and some reporters in specific stations tend 
to get rather overwrought, and tend to over-
do, and trivialize something that's pretty 
doggone serious-and that is, what's going 
on in your back yard at any given moment? 
And why? And to give some context to it." 
WMAQ-TV anchor Carol Marin believes all 
predictions of the demise of-local news to be 
premature, and that most of the accompany-
ing despair is cyclical. 
"One of the problems I have with Kogan's 
piece-I don't disagree with everything he 
wrote-but you have to take a look at the 
Chicago Tribune to understand news by 
demographics. If you're going to talk about 
news, you 've got to talk about news in terms 
of print and broadcast. 
" You look at the DuPage County edition of 
the Tribune. It bears no substantial resem-
blance to the Cook County Tribune. Now the 
presumption there is that we've got to tell 
the DuPage people what the DuPage people 
say they want to know, and Cook what they 
wantto know. And we probably don't need 
to tell Cook too much about DuPage, and 
vice-versa. Well , the same thing is happening 
in television," Marin said. 
Bill Kurtis , WBBM-TV anchor, said his stance 
on the issue had not weakened from his ini-
tial reaction, even after many months. "It's 
not tempered. As a matter of fact, it's be-
come more serious. I thought that he sort of 
pulled back," Kurtis said. "He was trying to 
say something but he wasn't strong enough. 
He wasn't sharp enough with his pen." 
Despite Kogan's death-knell, most media-
types fe lt that local news was not dying, 
despite the best efforts of some in the busi-
ness to kill it. Local news, in fact, does seem 
to serve a more valid purpose than national 
or international news. That is, to let people 
know that their neighborhood is either safe, 
or isn' t. 
Fellow media critics appreciated Kogan's 
wake-up call, which gave them more fodder 
for their own columns, but not all of them 
agreed with his suggestions for changes. 
Joel Brown, media critic for the Southtown 
Economist, acknowledged that a little hyper-
bole is sometimes a critic's best ally. 
"I think if you read [the article] all the way to 
the end, he sort of acknowledged that he 
was using a nuclear fly swatter," Brown said. 
"There are a lot of problems with local TV 
news. I don't think it's a realistic solution to 
say that the local stations are going to dump 
the 10 o'clock news." 
From the fallout of the media uproar came a 
short period of self-examination. Station 
owners and managers wondered what had 
made Kogan so upset. And everyone took a 
good hard look at the state of local news in 
Chicago. 
One of the problems, according to Kurtis, is 
a lack of originality. Local stations were com-
fortable with their "look" for a long time, 
and now that the heat is on, Kurtis sees 
other Chicago affiliate news programs trying 
to emulate the look of Channel 2, the CBS 
affiliate in Chicago. 
" We have come in with some very skillful 
uses of promotion and graphics, so you'll see 
the look of other television newscasts similar 
to ours," Kurtis said. "They seem to be play-
ing catch-up to us, which is kind of crazy 
because they're [rated] number one, and 
number two." 
"The problem with news values is, news kind 
of comes at you," Callaway said. "You may 
really be thinking about this, this, or this. 
Having a baby, going to dinner, whatever it 
is, and all of a sudden we come blasting in 
with the very latest. And you don 't know 
what to do with this.' ' 
Most of the time, the news that comes blast-
ing in is filled with violence, murders and sex, 
to try to arrest the attention of the viewer. 
" It's easy to cover a murder. You wait for the 
police radio and you run out and get it," Kur-
tis said. "Fire is a visual and it really hits 
your hot button. That's easy. It's not as easy 
to ferret out and explain the new discovery." 
Another problem local broadcasters found 
was a national trend toward entertainment-
based news programs. Viewers were flocking 
to shows such as "Hard Copy" and "A Cur-
rent Affair," in such numbers that it was im-
possible for bottom-line executives to ignore. 
Roger Schatz is a media consultant for the 
Chicago firm of Din & Pangratzio. He also 
spent more than 20 years as a broadcast 
news reporter, including stints with CBS Ra-
dio and CBS News in Chicago. 
"I'll admit that 11 to 12 years ago, when 
infotainment really moved in hard, I didn't 
think it was going to last because there was 
so much trendy material going on in televi-
sion," Schatz said. "But not only has it last-
ed , it has, in fact, mixed with the genes of 
broadcast journalism and become part of it." 
One of the things that happens when news 
stations get into infotainment is that they 
may also stray onto some very shaky ethical 
grounds, as evidenced by the NBC-TV net-
work news' "exploding truck" fiasco, and 
ABC-TV network news' simulated FBI surveil-
lance video a few years ago. 
During sweeps, viewers will also find them-
selves every night subjected to local news 
that will have a feature on a murder case 
that just happened to have been in a movie 
earlier that night on the same channel. 
Another blot, according to some hard news 
junkies, is that most of the sportscasts are a 
waste of valuable news time. They claim 
some sports segments are not providing in-
formation, as much as they are becoming a 
warped version of America's Funniest Sports 
Videos. 
Mike Adams is the programming and news 
director for ChicagoLand Television News, 
the Tribune Company's 24-Hour cable news 
operation that went on the air in January, 
1993. Though new to the Chicago news 
scene, Adams has experienced similar prob-
lems in the New Orleans market he hails 
from. 
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II Report from the front 
" We cover politics like it's sports. It's parlia-
mentary proceedings. We say, 'The Senate 
Finance Committee today voted four-to-
three . .. , ' That's a sports score. Now the 
Senate Finance Committee voted on some-
thing that's going to impact your life. I'd like 
to have enough people to cover the legisla-
ture so that every time something was done, 
I could say, 'Hi, Mr. and Mrs. America. This 
is how it impacts your life, what those guys 
just did to you today,' " Adams said. 
" As long as they 're making a buck, it's going 
to work," Schatz said. "As far as the product 
is concerned, I don't think there's really 
enough self-examination ." 
Schatz believes there are many people in the 
business who haven 't sat down in a long time 
to analyze what they are doing, or what ef-
fect they are having on individuals. 
Local news in Chicago wasn 't always like 
this. For many, the 10 p.m. news marked 
(and still marks) the end of the day. Viewers 
got enough reassurance that the world was 
still in one piece, and were told about any 
problems that might arise before they got up 
the next day. 
Now, there is less viewer loyalty and more 
sampling of other things. Instead of a 
straight News/Weather / Sports / Feature for-
mat, stations are forced to change the news-
cast and the stories constantly, so they don 't 
give people the same news over and over 
again. 
"What is 'a newscast of record ' anymore?" 
Marin asks. " The idea used to be that the 10 
o'clock news was the newscast of record. 
But, it's not now just ready at 10 o'clock. 
You're getting it all day. You're getting it in 
teases. And I think it's a problem we haven 't 
solved." 
"There was a time when people had their 
own television station," Adams said. " They 
might watch a 5 [p.m. news], a 6 [p.m. 
news], and maybe even a 10 [p.m. news] on 
the same station. People would say, 'this is 
my station. This is what I watch. ' " 
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The loss of audience can be partially ex-
plained by the variety of news sources now 
available to viewers, sources other than the 
10 p.m. news. It obviously doesn 't have the 
primacy in people's lives that it used to. 
"Television news in Chicago has changed ," 
Kurtis said. " And we' re in the transition. 
From happy talk in the beginning, to a period 
of investigative reporting that lasted almost 
10 to 15 years-sort of the 'golden years' of 
Chicago journalism. Now, we 're into what 
people describe as sensational, tabloid or 
shock reporting." 
News, the way it was then, was the first thing 
people saw when they came home from 
work, and the last thing they saw before 
going to bed. 
News, the way it is now, is entertainment-
oriented, satellite-fed and ready for con-
sumption 24-hours-a-day. An over-abun-
dance of cable news stations and home video 
recorders has freed the viewer from the tra-
ditional time slots networks and their affili-
ates still find themselves in. 
To the average viewer, local news may look 
healthy, because of the end less barrage of 
afternoon and early evening news segments 
that are broadcast, but what they churn out, 
and the image they project, is what critics 
like Kogan and Brown have called into ques-
tion. Where the local evening news was once 
viewed as a valuabfe resource, Callaway 
points out that it's more an anthropological 
thing. 
"It 's like . .. There are the kids with the 
mother and the father, with the weatherman 
and sportsperson, whatever it is, who are 
there, and they say 'L.A. did not .. . There 
wasn 't an earthquake last night ... It's going 
to be 61 degrees tomorrow . .. The Cubs 
lost . . . ' It's almost a kind of security blanket 
versus an information service," Callaway 
said. 
Kurtis believes there's still a habit of watch-
ing an evening newscast around dinner, and 
people are watching the news before they go 
to bed. 
" Television created that, and took it away, 
essentially, from the evening and morning 
papers, " Kurtis said. "That habit is not going 
to die for quite awhile. I think people have 
adjusted to that, and it's a comfortable way 
to live, especially here in the Midwest. " 
Even though the self-proclaimed experts in 
management and consulting haven't been 
able to determine when and why it all 
changed, the people on the front lines have a 
pretty good idea. "It was the slippage in the 
ratings, which meant that an audience was 
leaving us. That primarily is due to the fact 
that cable had come into the market, " Kurtis 
said. "[Chicago was] the last place in the 
country to get it. It took, at first, five 
points-each point worth 20 to 30 thousand 
homes-then ten points, out of the rating 
market. 
"If you had a number one newscast ten 
years ago, it may have had 21 or 25-point 
rating. Now, a number one newscast is 15 
.. . 13," Kurtis said. 
" One of the cynical outcomes, driven in part 
by necessity, but taken to extremes-is 
doing everything by market survey," Marin 
said. "Part of it results from an understanda-
ble fright of going out of business,. because 
the market shares are shrinking. Some of the 
legitimate decisions that could be made by 
news executives are instead shifted over to 
consultants." 
The economy of the '80s was also a major 
factor in the bottom line-driven business of 
news. As the economy drove into recession, 
as commercial advertising shriveled, virtually 
all stations cut back. They are not as re-
source-intensive as before. That engenders, 
in some cases, more crime stories because 
they ' re easier to cover. 
" The main motivation is, of course, money," 
Brown said. " One ratings µuint over the 
course of a year could mean a million dollars 
difference to the revenue of a station." 
But, oddly enough, while stations were re-
ducing staff sizes with one hand, the other 
hand is investing their revenue from the '70s 
and '80s in '90s technology. The focus was 
taken away from the product and placed on 
the presentation. The live truck and micro-
wave technology taught people that if a story 
was happening live, and happening at that 
time, news stations could show it to them 
from anywhere around the world. 
Not only was there a shift away from tradi-
tional news coverage, but local indepen-
dents, like Chicago's WGN-TV, took it upon 
themselves to leave the traditional five and 
ten p.m. time slots behind as well. WGN peo-
ple think it's made a big difference. "I believe 
we have that advantage because the viewers 
expect us to get their information,'' Rosen-
thal said. "It is a good bit of programming 
that occurred, about 15 years ago now. The 
news is on at 9 o'clock now instead of 10 
o'clock. " 
Marin disagreed. "I'm not sure that one sta-
tion enjoys an advantage because it's a 9 
o'clock or a 10 o'clock news. One of the 
problems is that there are no morning and 
afternoon newspapers in a single town. You 
now have news all the time, anytime you 
want it," Marin said. 
" News directors and news programmers 
have accepted what CNN does, and that's a 
high repetition factor," Adams said. "Be-
cause you might hit fewer people, and you 
might not be hitting the same people as you 
did in an earlier newscast. CNN has changed 
the face of what we do.' ' 
" We're all vying for consumer dollars," 
Rosenthal said. "The consumers in our in-
dustry are the viewers. " 
Viewers. Those ever-changing, fickle num-
bers on a Nielsen chart. People who watch 
news, according to programmers, are as un-
pred ictable as they are demanding. And it's 
not unusual for local news executives to 
throw their hands in the air every few 
months and wonder what the audience really 
wants from them. The long-standing belief 
among all local TV news folk is that people 
are most interested in local news, and that 
they want the news presented to them in a 
credible, non-hysterical and relevant way. 
Chicago viewers want to know what's going 
on in Chicago, they say. So the majority of 
international, national and, to a certain ex-
tent, suburban stories can be relegated to 
the back burner. "That's what people who 
write letters to the editor say. The [ratings] 
numbers are telling the news director some-
th ing else," Brown said . "The audience has 
to bear some responsibility. Channel S's ear-
ly news ratings following 'Hard Copy' are up. 
If the 'Hard Copies' work, that's what we're 
going to get." "Some in management tend 
to think the way to get more viewers is to 
pander to them," Rosenthal said. "And 
frankly, unfortunately, sometimes that 
works. I hate to see it.'' 
The economics of news production is such 
that news directors can hardly afford to ex-
periment with viewers any more, according 
to Schatz. Schatz keeps in contact with many 
old friends in the business, news people who 
cut their teeth on the broadcast journalistm 
of the '?Os. Journalists wish they could take 
the entertainment part away and try a 
"straight, hard news, all the way kind of 
journalism" again. 
"Sometimes I'd like to think that could hap-
pen," Schatz said. "but I don't think the au-
dience will accept that." 
"Chicago Tonight" ran a chart for the past 
ten years. The ratings numbers fluctuated a 
little bit but stayed fairly much the same. 
There wasn 't anything radically different 
about them. So, in a certain sense, there's 
an audience there, and this is reason for lo-
cal programmers to believe there will contin-
ue to be an audience there. 
"If you look at [Channel] 2, [Channel] 5, 
[Channel] 7, [Channel] 9, [Channel] 32, you 
see, unfortunately, a lot of the same stuff,'' 
Marin said. " Part of that is a function of lack 
of bravery on the part of managements na-
tionally.'' 
"Rather than give the public something they 
might be able to absorb, but the demograph-
ics indicate they can't, [management will go] 
right ahead and do what the demographics 
tell them to do,'' Schatz said. 
"It's easy when you have research that 
comes packaged with expert's quotation 
marks," Kurtis said. "It's easy to take their 
advice, and say that they're going to guaran-
tee us a right decision. Broadcasters have to 
stand above that and make their own deci-
sions." 
That's easier to say than to do. An unfortun-
ate side effect of managerial passivity is that 
the people on the front lines-the reporters 
and photographers-take a lot of the critical 
heat. Viewers and critics assume that it's the 
responsibility of journalists at the commer-
cial stations to be the conscience of the cor-
porate entity. They think the reporters 
should make their presence known at meet-
ings, and fight for their integrity. 
" In general, the anchors and reporters at the 
[Chicago] stations work very h.ard to keep 
themselves 'clean,' for want of a better word, 
in terms of style," Brown said. 
"I know it's kind of tough to predict the fu-
ture," Kurtis said. "We've come out of the 
greed of the '80s, the self-importance of the 
'?Os. Into the '90s, a number of us feel that 
it's going to be an era of problem-solving." 
According to Marin, local news doesn 't have 
a creative way to give people news on a time-
ly basis. Part of that timeliness lies in more 
24-hour-a-day news outlets, and perhaps the 
new kid on the Chicago broadcast block will 
provide everyone with a few of the answers. 
Kurtis believes the most profound effect on 
television news in Chicago may come from 
the Tribune's Chicagoland Cable Television 
News. 
"If people genuinely aren't interested in viol-
ence from the inner city, they will be provid-
ing an alternative," Kurtis said. "If people 
tune to them in the suburbs in a strong 
enough way so that advertisers react-be-
cause this is an advertising-driven medium-
then we could all be broadcasting from the 
suburbs, if not moving our entire operation 
out there, having sizable bureaus." 
''Chicagoland Television is going to be our 
attempt to give Chicago news on demand,' ' 
Adams said. " We're going to be a channel 
that is going to be like CNN-1 in its design." 
That design includes a move away from tra-
ditional newscasts, and the repeating news-
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ff Ileportfrom the front 
wheel concept. where it repeats every hour. 
"I want it to have some life in it. I want it to 
have the feel of Chicago," Adams said. 
"There's no rule book here. No one says, 
'This is how you build a 24-hour local news 
channel.' It's one of those situations, I think, 
where everybody's going to wait and see. I'm 
very confident." 
Just how close is "Chicagoland" to the 
dream channel every news person wishes 
for? Here's what people on the front lines 
said they would do if the station license was 
in their pockets, and money was no object. 
Carol Marin: " It would be something that 
clearly differentiates between public affairs 
and public service. We would have no 800 
numbers. We would do no syndicators. We 
would use no people from the outside. There 
would be conflict-of-interest checks. We 
would publish a consistent ethic. Secondly, 
we would do features, we would do crazy 
spots, we would take risks in terms of un-
usual video formats. But the nut of any 
newscast would be serious and substantial 
reporting, both on complex issues, and 
.:rime, if it was appropriate. It would be as 
reasonable a blend as we could come up 
with. In some cases, we would devote a 
whole newscast to a single subject, if in fact, 
that's what seemed to be dictated for the 
day. 
"All the consultants would be fired. " 
Mike Adams: I would hire everyone, and 
accept that fact that ratings do not exist. If it 
were a perfect world, I 'd say, 'I have enough 
money that I don 't care what the ratings are, 
we're just going to go forward.' If I could 
have my dream channel, give me people, tal-
ented people. Don't worry about equipment. 
Don 't worry about how many live trucks I 
have. Give me the people. If you combine 
good people with mediocre equipment, you 
still have a good story. But you can give me 
the best equipment and the best graphics-
the most whiz-bang things, and if the people 
aren't talented, it doesn 't mean a thing. " 
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John Callaway: "I would call my station 
the reality channel. It would be a kind of 
database, and feature a news, and maga-
zine, and town meeting format. I'm assuming 
a channel that permits you to use a comput-
erized database at the same time you 're 
watching. I want to try, both through the use 
of the computer and what we see on air, to 
put that in context. Besides just mathemati-
cal data, you would have instant, within the 
same day, philosophical interpretation. You 
would have humorists working on this mate-
rial. There would be "Chicago Tonight"-like 
debates, only they would be longer than 22 
minutes. It's interactive news, it's town meet-
ing news, it's commentary news, it's analysis 
news, and it's data news. " 
Rick Rosenthal: "Reality programming 
certainly is the trend. Let me back off that. 
I'm not sure it's a trend, it's a fad, and as 
fads linger they tend to become trends. But I 
certainly agree with John that reality would 
be a part of it, if we can be there when it's 
happening, and show it to you live. If money 
were no object, though, I would spend a lot 
of money on some high-priced talent. I would 
want the interviewing skills of a John Calla-
way, the anchoring skills of a Peter Jennings 
and the incisive commentary of an Andy 
Rooney. I would like the reporting skills of a 
Tim O'Brien from ABC. I want the best peo-
ple in the jobs that we need them to do. They 
understand the basics, the background, the 
politics, the economics, the physics of an 
earthquake story, the engineering, and if 
they don't understand it, they learn quickly 
and do their homework. They get it done. 
They talk into a camera lens and say 'Folks, 
trust me, I know what I'm talking about.'" 
Bill Kurtis: "I'd go to an hour concept. A 
half-hour format mentally imposes a format 
that necessitates short pieces which don't 
run any more than two, two-and-a-half min-
utes. I'd expand that limit. In story selection, 
I would expand beyond the police blotter to 
stories that affect our lives. Essentially, I 
want to put the newspaper on television, be-
yond the headlines. Because so much of the 
information out there is really vital to our 
lives. The computer age is the answer to all 
that. How do we fit into that information 
source? We 've got to provide information 
that people can use-not in the trite 'news 
you can use' way, but that really can plug 
into their information source, their software. 
I want to be able to plug into the network and 
ask the questions on my computer screen. 
We're going to have to move to an interactive 
newscast." 
In the larger picture, many of those dream 
channels have already begun. That is to say, 
anybody who wants those things can now 
have them. Viewers can go to access cable 
for more intimate discussions of neighbor-
hood politics. They can go to "Chicago To-
night" for debates on the larger community. 
They can go to Koppel or Jennings for the 
" ABC Town Meeting." They can go to a 
" Prodigy" format on their computer for da-
tabase information. With the advent of fiber-
optics, viewers are going to be able to sit at a 
computer; coming across the screen will be 
movies, doctor's appointments, banking and 
information sources. Instead of a few sec-
onds of somebody suggesting a call to a 
phone number, viewers will be able to ask 
their questions on their computer screens. 
The change in the flow of information is al-
ready evident on some cable stations. News 
and information is not only coming from the 
anchor's and reporter's mouths, but it's on 
the screen crawling across the bottom. 
Kurtis summed it up nicely by saying it will 
probably take an adjustment in the thinking 
of viewers and broadcasters alike. Kurtis also 
said that news people think now that they 
can't give anybody a plug, and they think 
they have to live rather rigid lives as journal-
ists, and not be involved. He doesn't suggest 
that everyone go out and run for office, but 
they've got to get out of their shells. ''We 
have to drop the thinking of the past," Kurtis 
said. "Open up and say 'This is a new age.'" 
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When you give blood 
you give another birthday, 
another anniversary, 
another day at the beach, 
another night under the stars, 
another talk with a friend, 
another laugh, 
another hug, 
another chance. 
+ 
.American Red Cross 
Please give blood. 
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By Gino Carlino 
I just love people. 
As a terribly sheltered, mid-
dle-class, suburban, commut• 
er kinda guy, I find going to 
college in the city a daily ad-
venture. I'm a people watch-
er, and there are plenty of 
people to watch in the city-
people of all sizes, shapes, 
colors, religious beliefs, 
and sexual prefer-
ences. Every 
type of person 
I'd care to 
meet or avoid 
can be found 
wandering the 
streets of Chicago. 
So, based on per-
sonal observations and first-
hand experience, I've come up 
with a handy guide describing 
13 types of people (a select 
baker's dozen) I've met in the , 
city thus far. It's a guide to 
people who live, work, and 
play in the city from a subur-
ban college guy's point of 
view. 
Please note that most peo-
ple can be put into more than 
one category. This is perfectly 
desirable and acceptable. 
However, there are certain 
people who are so one-sided 
and uninteresting that trying 
to put them in more than one 
category is an impossible task. 
I like to call this 
, ;; , group Plastic Peo-
~ ~ 'k pie Not Worth J Knowing. They 
~ are truly wor-
thy of my 
sympathy. 
But enough 
of that. Let's 
get on with the 
show. 
The Psychotic 
She-Bitch From 
Hell. I've run into this 
type of person more than any 
other. This person is an expert 
at concealing her true identity. 
The most common type mas-
querades as a middle-aged , 
career-oriented Metra rider 
who has had a bad day at the 
office, and insists on taking it 
out on her fellow passengers in 
any number of annoying ways. 
Her methods vary, but I've 
found that the She-Bitch is very 
fond of stacking her briefcase, 
purse, and whatever else she 
has available on the empty seat 
beside her, to give herself more 
elbow room and prevent tired 
college students like myself 
from getting a seat for the long 
ride home. She has also been 
known to trip people as they 
walk down the aisles (acciden-
tally, of c011rse) , and steal 
monthly passes from poor un-
suspecting victims whose 
only crime is to catch a 
few Zzz's on their way 
home from work. 
(Please note: a She-
Bitch is not always fe-
male. Male versions of the 
species do exist and can be 
even nastier than their female 
counterparts. They sometimes 
take the form of the train con-
ductors themselves.) 
The Life Wasting Slug-
Female Version. They may be 
found in many places, and can 
be different things to different 
people. You have to keep your 
eyes open as these types may 
not be so obvious. The most 
telltale signs of a Life Wasting 
Slug are a speaking voice that's 
a cross between New England 
prep school and Valley Girl-ese 
(Oh Maw Gawd!), and a blank 
stare when asked a really diffi-
cult question like, " Do you have 
the time?" or " Is that your real 
hair color?" I tend to find that 
an entire colony migrates from 
the suburbs when school gets 
too boring. They hang out at 
Water Tower Place, or go to a 
taping of " The Jenny Jones 
Show." 
The Vaguely Dissatisfied . 
This describes just about 
everyone at one time or anoth-
er, but based on personal ex-
perience, I've found that this 
type commonly takes the form 
of a CTA bus driver. These peo-
ple make postal workers look 
like happy campers. Every time 
I step onto a bus, I feel like I'm 
There are 
carnivores, 
herbivores .. 
and the 
person 
sitting next 
to you on 
the train 
, { taking my life 
-~ into my hands. 
~,I;;..:~, Ononepar-
{IA . . . ticularly terri-~ e fying ride, I ~ ,~;; J'# watched in 
' , ,, t~;r~~i~:~ r played a 
~ =\ game of 
/ chicken f with a group 
of Oriental tour-
ists who, ironically enough, 
were driving an American car. 
This same driver also nearly 
killed an SO-something wom-
an who was hobbling across 
State Street w ith her cane and 
shopping bags in tow. The 
Vaguely Dissatisfied need se-
rious career counseling and in-
tense psychotherapy if they 
are to have any chance of 
breaking out of their humdrum 
existence and leading happy, 
healthy lives-say, like postal 
workers. 
The Angst-Ridden Teen-
ager From a Dysfunctional 
Family. These people grow up 
to be the next generation of 
Vaguely 
Dissatis-
fied , 
which ex-
plains 
their feel -
ings of 
dis-
satisfac-
tion w ith li fe in 
general. The Angst- Ridden 
Teen blames his or her par-
ents, and society in general , 
for the living hell they experi -
ence on a day-to-day basis. 
These people waste no time in 
telling anyone who will listen 
that their lives are a shambles, 
and everyone else is to blame. 
I know you've heard them: "I 
hate my life. I hate school. The 
teachers are all out to get me, 
and I can ' t handle all the 
homework. I hate my job, too. 
I can't bel ieve all the work my 
boss expects me to get done. 
And you know, th is is all my 
parents ' fault , because my 
father is very distant and un-
loving, and when I was young-
.er my mother was never there 
waiting for me when I got 
home from school, and as a 
result I have a hard time relat-
ing to people, and I think my 
inner child has been perma-
nently damaged." Yeah, right. 
A solid slap across the face 
won't do much for the Angst-
Ridden Teen's already fragile 
self-esteem, but It will sure 
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make people like me feel 
better after lis- ®l!J) 
tening to them /1/it.jj,~ 
whine about all &2 : i-, 
their problems. if --" ,: _:r 
TheAn- ~ , -
drogynous ;_ ~- i!J; " 
She- ,'"' "'~,/~ 
Males ·-q_ :;.,,/ 
With Penis 
Envy. The She-Male can be 
found anywhere in the city, but 
particularly on college cam-
puses. These are the women 
that think it's stylish to go 
around looking and acting like 
a guy. Picture K. D. Lang in 
one of her cleric-like black 
suits. Or, imagine women 
dressed in casual Nirvana-like 
grunge chic, complete with 
layers of flannel, ripped jeans, 
and combat boots, walking 
with a manly swagger. If these 
people had to endure an ex-
tended prostate examination, 
I think they 'd be singing a dif-
ferent tune. 
The Silent Grumps. These 
people hold everyone in the 
utmost contempt, particularly 
college students, who they 
find to be extremely annoying. 
The Silent Grumps w ill rarely, 
if ever, speak, except to grunt 
their disapproval of someone 
or something. If looks could 
kill , I would have never made 
it to my senior year. 
The Perpetually Peppy 
People. Commonly referred to 
as " PPP." Depending on the 
kind of day I'm having, this 
type of person could either 
make me feel like I'm the hap-
piest guy in the world, or irri-
tate me more than if I were 
wearing wool underwear in 
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August. I could tell a PPP that 
I just lost my job, was evicted 
from my apartment, and my 
cat choked to death on a hair-
ball the size of a small Latin-
American country, and he or 
she would still find something 
good about the situation. My 
fondest wish is to see a PPP 
cross paths with a She-Bitch 
when they're both having a 
really good day. The ensuing 
melee would be better than 
anything Don King could 
dream up. 
The Flashy Hotshot. One 
of the most superficial types 
of people. These young, up-
wardly mobile business-type 
snobs are easily recognized by 
their impeccable Armani suits, 
silk t ies, $300 shoes, GQ-
styled hair, and condescend-
ing ' 'I'm better than you" at-
titude. They're better looking 
than most people, and what's 
worse is, they know it. But take 
heart, all you average looking 
guys and gals. Those of us 
blessed with average looks but 
above average wit and charm 
can be secure in the knowl-
edge that many of these man-
nequins are as shallow as a 
wading pool and once out of 
the office, may have difficulty 
forming words that contain 
more than two syllables. 
The Wretched Drone. In 
my opinion, this group in-
cludes most of the city 's work 
force, the aforementioned 
Vaguely Dissatisfied bus driv-
. ers included. Look to the fi-
nancial aid office or bookstore 
at any college campus to find 
quintessential examples of the 
Drone in action. These people 
are so rude they make Shan-
nen Doherty look like Mary 
Poppins. 
The Babbling Idiot. This 
person would talk to a wall if 
he thought it would listen. 
Again, this is a person who 
may take many forms. I've 
seen them most often posing 
as loud, bible-thumping reli-
gious fanatics in Daley Plaza 
who'd do anything short of 
murder to get a donation. 
( " Jesus died for you! Devote 
your life to him! Confess your 
sins and be saved!" And how 
about a small donation, just to 
be sure you won't be 
damned to hell for 
all of eternity?) 
The best de-
fense to ward 
off Babbling Id-
iots is to ig-
nore them and 
keep on mov-
ing; a moving 
target is always 
more difficult to hit. 
The Self-Absorbed Col-
lege Student. Can be found on 
any college campus, although 
the "artsy fartsy" types can 
be the worst. Don't get me 
wrong. I have several " artsy 
fartsy" friends. But some of 
these people have an ego the 
size of the Sears Tower. Since 
everything revolves around 
them, they sometimes have a 
hard time grasping the fact 
that there are actually other 
people in the world who may 
be as talented as they are. But 
trying to tell that to these 
egomaniacs is like Vanilla Ice 
trying to revive his career-it 
ain't gonna happen. My ad-
vice: Indulge their delusions of 
grandeur while in their pres-
ence and realize that every-
one has their 15 minutes in the 
spotlight. With any luck, mine 
w ill last a few seconds longer 
than theirs. 
The Young Punks With an 
Attitude. The Young Punk is a 
sullen, pre-pubescent version 
of the Angst-Ridden Teenager. 
Found almost anywhere, these 
are the boys with the defiant 
ponytails you see walking 20 
yards in front of their parents 
at Water Tower Place, try ing 
desperately to look as if their 
parents don't exist. If the par-
ents dare speak to them-
God forbid in front of friends 
of the Young Punk, whose par-
ent_s felt were mature enough 
to go to the mall them-
selves-the Young Punk will 
respond with a smart-ass 
comment that will endear him 
to his friends, but _land him up 
the creek with Mom and Dad. 
The Young Punk is just trying 
to deal with the pressures of 
growing up by blowing off 
some hot air. It's nothing that 
a steel-toed boot up the be-
hind wouldn't cure. 
The Nice Guy/Sweet Gal. 
One of the rarest of creatures. 
These are the people who will 
hold the door open for comu-
ters rushing out of work at 
5:00 p.m., or g ive d irections 
when stopped by a stranger, 
or help an elderly woman 
across a busy street. I'm al-
ways on the lookout for this 
type of person, but they d is-
guise themselves very well. I 
recently spotted not one, but 
two people fitting this de-
scription riding the bus one 
afternoon on the way to Union 
Station. The Sweet Gal paid 
for an older woman's fare 
when the older woman dis-
covered she had no money. 
The Nice Guy gave his seat to 
a pregnant woman when the 
Young Punk closest to the door 
wouldn't move. After every-
one was settled, the Nice Guy 
proceeded to hit the Young 
Punk over the head with his 
briefcase while giving him a 
stern lecture on manners. 
People. I just love them. 
Don't you? 
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TEACH. 
No other profession has this power. The power to wake up 
young minds. The power to wake up the world. Teachers have that 
power. Reach for it Teach. For information call: 
1-800-45-TEACH. 
Recruiting New Teachers, Inc. ~I 
he faculty at Columbia College Chicago includes artists, performers , filmmakers, broadcasters, 
journalists and business executives who work at what they teach. In fact , they're among the best 
at what they do. And they teach for the sheer love of it. 
That means you'll get more than a real-world perspective in every class. You'll get the kind of 
enthusiasm and attention you may have never thought possible COLUMBIA 
from a teacher. 
And, to make sure you get the most out of your teacher 's experience, 
our classes are small-often no more than 15 students. 
Peter Thompson, professor of 
photography and film, is the 
recipient of a 1990 Rockefeller 
Fellowship in Film. 
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